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1 -
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IN June 1990 
The present study tries to apply the archetypal analysis, 
an approach which originates in western culture, to the 
discuss ion and. analysis of the work of a Chinese modern writer, 
Pai Hsien—yung. Among the various archetypes which have been , 
gaining significance in literary studies, the mother archetype �‘ 
is taken to be the focus of this thesis. In order to scrutinize 
the development and the manifestations of the mother archetype, 
the works of Car 1 Jung and Erich Neumann, which encompass various 
areas of know1 edge, such as psychology, mythology, anthropology 
and literature, are introduced in the first part of the thesis. 
According to Jung, certain symbols, which often recur in 
myths and literature, are likely the manifestations of man's 
collective unconscious. And the collective unconscious is 
reflected in the archetypes. The mother archetype is one of the 
most common and important archetypes. The ambivalent qualities 
of the mother archetype. namely good and evil qualities, are of 
spec i a 1 i nterest in the present study which cites various 
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examples from myth and psychological studies. Certain symbols, 
such as snake, water, cave, teeth, darkness, moon are closely 
related to the mother archetype because research shows that these 
symbols denote either the good or the evil aspect of the mother 
figure. Looking at Pai Hsien-yung's "Death in Chicago" closely, 
many symbols which are the manifestations of the mother 
archetype can be detected. In order to draw a comparison between 
similar and different manifestations of the mother archetype 
in Chinese and Western literature, E. M. Foster's A Passage to 
India is also examined. Since Pai Hsien-yung and E. M. 
Forster are both modern writers , their handling of the mother 
archetype are quite similar. Both of them deal with "nostalgic" 
and "exile" heroes. Doth writers use similar symbols to 
express the hostile as v/e11 as protective characteristics of 
the mother archetype . 
Unlike the study of Erich Neumann, which is to trace 
the development of human consciousness by examining 
manifestations of the mother archetype in different periods, 
the present study merely focuses on the mother archetype as 
expressed in modern literature. Dy comparing the Chinese and 
Western texts, the study hopes to detect the similarities and 
the differences of the symbols which are related to the mother 
archetype in the two literary texts . 
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CHAPTER ONE 
INTRODUCTION 
Archetypal analysis takes the literary work 
out of its individual and conventional 
context and relates it to humankind in 
genera 1. This unique approach lifts readers 
out of their specific and perhaps isolated 
worlds and allows them to expand their 
vision, and thus to relate more easily to 
issues that may confront them and to 
understand their reality as part of an 
ongoing and cyclical reality. 1 
The above paragraph was written by Bettina L. Knapp, a critic who 
had studied the archetypal theory of Carl Gustav Jung extensively 
and applied it to the studies of literary works of writers from 
different races and cultures. Her book not only shows the 
exciting and stimulating aspects of the archetypal approach, it , 
certainly affirms Jung's influences in the field of literary 
studies. Though Jung's significance had always been keenly-
debated , the influence of his work had proved that he was not 
only a giant in the psychological field, but his philosophies, 
his world view and his unique perspective of human culture and 
history had been shared and applied by scholars worldwide. 
His innovative ideas about archetypes brought new insights into 
various fields of studies such as mythology, anthropology, 
sociology and literature. 
This thesis employs the archetypal approach of which the 
basic theoretical sources are largely from the work of Carl Jung 
and Erich Neumann, together with some observations from the work 
1 
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of Robert Briffault and Northrop Fyre• As Knapp says' the 
archetypal approach could relate the individual literary work to 
humankind in general . The approach is based on the belief that 
there are certain primodial archetypes inherit in the mind of the 
mankind, which Jung believed to be the collective unconscious. 
Neumann had once tried to explain this theory of archetypes in 
a very simple way： ‘ 
There is nothing mystical or complicated 
about those primordial images of the 
psyche that are known as archetypes. 
They are an expression of the simple 
fact that every human being comes into 
the world equipped not only with a 
typically human body and nervous 
system but with a psychic apparatus 
which is no less distinctive and 
and characteristic of the human 
species. 2 ^ 
This "equipped" psychic apparatus, the primodial -archetypes, 
are directly responsible for the similar ways in which human 
beings from differenct races and cultures interpret and react to 
what they experience in the outer world. The inner archeytpal 
images are projected or expressed as both the inner^  and outer 
realities of man. Men express their world view and values 
in literature, a language which is undoubtedly very 
rich in images and symbols. And archetypal criticism of 
literature is also based on the belief of the symbolic 
significance of certain images. Some images and symbols are 
used so often in literary works of different cultures that 
they occupy a very prominent place in literary studies. Such 
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images and symbols are related to the primordial images of the 
human psyche. Such a theory, which assumes that mankind has 
inherited ,. certain primordial experiences unable to be 
tested empirically, seems to entail some absurdity. But George 
Boas is probably right in observing that： 1 
If we take 1 iterally expositions of this 
theory which attributes the archetype to 
pre—uterine memories, then it is true 
that it becomes absurd. For there are 
no individuals capable of remembering 
anything whatsoever until conceptions. 
But if we interpret it in the sense 
that all human beings have fundamentally 
the same aspirations, fears, ways of 
thinking, in short, the same kind of 
psychic life, then the symbols and 
myths which they elaborate take on more 
significance than kinship tables, basketry 
and pottery, basic foods and customs of ' 
producing them, and types of she 1ter. 3 . 
As Boas says, symbols and myths are very significant in 
understanding the primordial archetypes. Myths are important 
because it is believed that they are not created by just an 
individual. The fact that myths reflect the consciousness of a 
whole race or tribe fascinates psychologists and anthropologists. 
It seems that through tracing the development of myths / we 
can unfold the mystery of the development of human 
consciousness, which helps to explain the •progress of our 
civilization and the changes in human values. Therefore, J. J. 
Bachofen believes that it is beneficial for man to study myths： 
The treasury of myths, in which the ancients 
had set forth the earliest memories of their 
3 
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history, the entire sum of their physical 
knowledge, the recollection of earlier 
periods of creation and great tellurian 
transformation, is here employed to expound 
religious truths, to embody laws of nature, 
to express ethical and mora 1 truths, 4 
This thesis does not attempt to interpret myths, but only 
specific modern literary works, from the Jungian 
approach. But it does use Jungian scholars' observations on 
myths and the primodia1 archetypes, such as Erich Neumann's work, 
to explain some symbols in literature which are related to the 
archetypes. And, the literary works being examined in this 
thesis are not ancient literature but modern ones. This is done 
with the belief that primordial archetypes are not only obvious 
in ancient myths, rites or literature, but also in modern arts., 
As Erich Neumann could detect the primodia1 archetypes in the 
5 
modern sculpture of Henry Moore , they are also obvious in 
modern literature. 
In this thesis, only one very prominent archetype will be 
dealt with： namely, the mother archetype. The mother archetype 
is of great interest to me because of its various facets of 
manifestations. As Neumann says： 
Among these 1 dominant' inner archetypal 
images are to be found Father and Mother. 
. . . A n archetype of this kind, such as, 
e.g., the image of the Great Mother, which 
in the history of civilization appears jas 
a goddess, is normally triggered off by 
the experience of the personal mother, but 
the same primordial image is constitutionally 
present in every human being and frequently 
takes its course quite independently of the 
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person who has triggered it off. For 
example, the cause of an illness in a given 
subject may be the 'Terrible Mother', even 
if the subject's personal mother was by 
no means terrible； on the other hand, a 
poet may have a lifelong relationship with 
the Good Mother although his personal 
mother may have been insignificant and even 
apparently 1 negative'. 6 
Neumann1s enthusiasm towards the archetype of the Great Mother 
led to the publication of his monumental masterpiece, The Great 
Mother. I qm much indebted to his work on the analysis of 
the archetype. However, it must be stated c1early that his 
focus of study is quite different from that in 'this thesis. 
As an anthropologist, sociologist and also psychologist, 
Neumann is interested in tracing the transformation and 
the differences of the manifestation of the mother archetype in 
different cultures, races and tribes. . His purpose is to detect •‘ 
the changing pattern of the human consciousness, from the very 
primitive to the modern societies. He also 1 inks the expression 
of the mother archetype to the change of the ruling sex role in 
society. Therefore, his ambition leads him into the survey of 
materials covering a very long time-span, from the primitive 
world to the twentieth century. My interest in this thesis is 
confined to literature merely. Therefore, I only try to 
re late certain symbols in the two specific literary works 
to the archetypal mother figure. These symbols have appeared 
so often in various literary works . that they seem to be a 
common expression of human consciousness. By examining the 
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various symbols, such as water, teeth, darkness, cave, 
mountain, earth, moon and their different manifestations 
in the two specific literary works, I hope to show 
that all these are actually different manifestations of the 
great mother archetype. In order to trace the correlation 
between these symbols, such as water, teeth, cave, moon etc., and 
the mother archetype, I have to draw references from certain 
ancient myths, in which these symbols are also used as 
manifestations of the mother archetype. 
In my study, the archetypal analysis will be used to 
enhance the understanding of the psychological development, the 
the regression, the depression or the redemption of the heroes in 
the stories. Through analysing the heroes' reaction to the great 
mother archetype,工 hope to discover the collective unconscious 
beneath the artistic expression. With the assumption that certain 
pattern of the collective unconscious is governing the artistic 
expression, I regard the psychological development of the 
individual writers as of secondary importance in this thesis. 
Though the study inevitably touches the psychological aspects of 
the writers, their autobiographical references are of secondary 
importance while compared to the archetypal symbols which can 
reveal the col 1ective unconscious of modern man. Besides, since 
both writers lived in the modern time, it is unable to show any 
development of the collective unconscious. I have to point 
this out because sometimes the archetypal analysis or the Jungian 
approach is used to discover the psychological development 
6 
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of 七he writers, or the development of the— unconscious of a 
race, covering q very long time-span, as in some myth studies. 
But in this thesis, I would only try to find the various 
symbols signifying the mother archetype in the works of two 
writers, coming from two different cultures, so as to illustrate 
the differences and similarities of the manifestations of the 
mother archetype in different cultures. * • 
The material in the following chapters shows the 
application of the archetypal approach of two literary works, 
••Death in Chicago" ^ 和 身 i ‘ by the Chinese writer, 
P a i Hsien-yung \> % and A Passage to India by 
the British writer, E. M. Forster. 
Chapter Two will give a review of the basic literary theory 
used in the „ thesis, the archetypal analysis of Carl Jung and 
the archetypal mother figure as explained by Erich Neumann, which 
gives a general picture of the symbols or manifestations 
that are related to the mother archetype. Chapter Three is 
Qn archetypal analysis of Pai Hsien-yung's short story 
"DeQth i n Chicago". Certain symbols which are related to 
the mother archetypes will be examined with references to 
ancient myths. Chapter Four will give a brief study of E. M. 
Forster's A Passage to India, and with the application of the 
archetypal analysis. Again, certain symbols of specific 
interests will be examined. This chapter will also cover a 
comparison of the two works, focusing on the differences of the 
heroes, attitude towards the mo七her figure in the two stories. 
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Chapter Five is the conclusion of the thesis. Th肀 archetypal 
analysis is used in this thesis with the belief that it can give 
ample meanings to the specific symbols, especially relating them 
to a more emcompassing macroscope in the literary works, where 
other approaches seem inadequate. However, this particular 
approach, like any other approaches to literature, has its own 
limitations and weaknesses. Therefore, in Chapter Five, I would 
point out some strengths and weaknesses of the archetypal 
approach as applied to studies in literature. 
i 
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CHAPTER TWO 
THE MOTHER ARCHETYPE 
Among various literary approaches to the study of 
literature, the one under examination in this thesis is the 
archetypal analysis which is usually related to mythological 
studies but is by no means confined to the studies of myths 
alone. It can in fact be a valid method in analysing other 
literary genres such as poetry, fiction and drama. Maud Bodkin, 
in her remarkable Archetypal Patterns in Poetry, shows that 
archetypal criticism, like other literary enterprises, transcends 
generic boundaries and opens more interpretative possibilities for 
1 
both critics and readers. Instead of examining the individual 
literary work, the critic using the archetypal criticism tries to ,, 
relate it to a grander macroscope which encompasses the whole human 
race and history. This unique approach invites the readers to 
surpass their present, static and isolated worlds, both mental 
and physical, by contemplating and partaking in a wider vision 
which involves past, present and future of mankind in general . 
Carl Gustav Jung is no doubt one of the prime contributors 
to archetypal criticism. Though what we could describe as 
literary criticism is relatively scarce in the corpus of Jung's 
numerous writings, his writings on human psyche and on archetypes 
exert enormous influences on literary studies. To get a thorough 
understanding of the archetypal analysis, it is necessary to 
probe into Jung's concept of human psyche, especially his ideas 
9 
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of collective unconscious and archetypes. 
Originally a psychoanalyst, Jung was nevertheless not 
satisfied with the disclosure of the individual personality 
alone. His exploration in the various fields, including 
philosophy, mythology, anthropology and literature, confirms his 
belief that there exist in the human mind primordial patterns —— 
a discovery which inspired him to expand Freud's theory of 
personal unconscious to a more encompassing theory of the 
collective unconscious about the collective human memory. 
In his paper, "Mind and the Earth" written in 1927, he 
writes： 
I may summarize by observing that we must 
distinguish three mental levels: , 
(1) consciousness； (2) the personnal 
unconscious； (3) the collective unconscious. 
The personal unconscious consists of all -
those contents that have become unconscious, 
either because, their intensity being lost, 
they were forgotten, or because consciousness 
has withdrawn from them, i.e. so—called i 
repression. Finally, this layer contains 
those elements -- partly sense perceptions 
一一 which on account of too l i t t le intensity 
have reached consciousnessf and yet in some 
way have gained access into the psyche. The 
collective unconscious, being an inheritance 
of the possibilities of ideas, is not individual 
but generally human, generally animal even, 
and represents the real foundation of the 
individual soul . 2 
How this psychological concept of collective unconscious 
relates to 1iterary studies is further explained by Jung in his 
analysis of myths . He argues： 
10 
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The collective unconscious ——so far as we 
can venture a judgement upon it 一一 seems to 
consist of something of the nature of 
mythological themes or images. For this 
reason the myths of peoples are the real 
exponents of the collective unconscious. 
The whole of mythology could be taken as 
a kind of projection of the collective 
unconscious . 3 
The "mytholgical images'*, which are also translated as the-
••primordial images" are further developed into the concept of 
"archetypes" in Jung's later writings and are brought into 
I 
literary criticism. It must be made clear though that 
"archetype" was not a term first invented by Jung. He once 
explained that： 
the term 'archetype1 occurs as early as Philo 
Judaeus, with reference to the Imago Dei (God 
Image) in man. It can also be found in Irenaus, 
who says, 'The creator of the world did noti -
fashion these things directly from himself but 
copied them from archetypes outside himself_• . • 4 
To clarify his application and his intrepretation of the 
term "archetype", he draws a definition by distinguishing the 
term with another term "instinct". Therefore, he explains： 
I designate the totality of the contents 
just mentioned as the 'personal unconscious'. 
It contains the acquisitions of the individual 
life, in contradistinction to another stratum 
or form of the unconscious, containing the 
'supra-individual' qualities which were not 
acquired but inherited, as for instance 
instincts, i.e. impulses to actions without 
conscious motivation. Moreover, in this 
stratum we discover the pre-existent forms 
of apprehension, or the congenital conditions 
of intuition, viz. the 'archetypes' of 
11 
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appreception, which are the a priori 
determining constituents of all experience. 
Just as instincts compel man to a conduct of 
life that is specifically human, so the 
archetypes or categories a priori compel 
intuition and apprehension to forms 
specifically human. I propose to designate 
the sum of such inherited psychic qualities 
as instincts and archetypes of apprehension 
by the term 'collective unconscious' 5 
The "instincts" and "archetypes" together form the 
collective unconscious. By comparing the two, we get a better 
understanding of "archetypes"： 
Instincts are typical ways of action and 
reaction, and whenever it is a matter of 
uniformity and regularly repeated reactions 
we are witnessing instinct. It is in so 
far quite indifferent whether there is an 
association with conscious motivation or , 
not, and it is also indifferent what the 
momentary individual form of the action is. 
Archetypes are typical forms of apprehension； 
indeed, wherever we meet with uniformly and 
regularly recurring ways of apprehension, 
they are referable as archetypes. The 
collective unconscious consists of the sum 
of the instincts and their correlates, the 
archetypes. 6 
These are some abstract definitions of "archetypes". We 
can of course find concrete representation in our daily life as 
well as in literary works because： 
The deposit of all those impressive 
experiences — so rich in emotional 
imagery ——of the whole human ancestry 
with father, mother, child, husband, 
wife, with the magical personality, 
with dangers to body and soul, has 
12 
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exalted this group of archetypes into 
supreme governing principles of religious 
and political life, in unconsious 
recognition of their tremendous psychic 
power• 7 
Jung is certainly a pioneer in calling attention to the concept 
of archetype. His insights have inspired critics and scholars to 
give serious thoughts to the subject. T. S. Eliot, in his 
famous article, "The Function of Criticism", while analysing the 
creative process of the artist, expresses his belief of a 
latent principle governing artists' minds . He writes： 
a common inheritance and a common cause unite 
artists consciously or unconsciously； it must be 
admitted that the union is mostly unconscious. 
Between the true artists of any time there is, 
工 believe, an unconscious community. 8 • • < 
While Eliot believes that we may come up with certain 
patterns governing artists' creation, Northrop Frye, who views 
the subject from a different aspect of literary criticism, 
believes that a certain form of "archetypal criticism" could be 
established. On the basis of the recurrence of certain 
archetypes in literature of all periods and cultures, he 
' i 
concludes that there should be a kind of coherent study of 
literature from which a systematic knowledge of literary 
judgements could be established. He writes： 
We say that every poet has his own peculiar 
formation of images. But when so many poets 
use so many of the same images, surely there 
are much bigger critical problems involved 
than biographical ones. . . If so, then the 
search for archetypes is a kind of literary 
anthropology, concerned with the way that 
13 
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literature is informed by pre-1iterary 
categories such as ritual, myth and folk 
tales. 9 
Not only does Frye discuss the issue from the artists1 point of 
view, he also points out that the archetypal images can arouse 
feelings in the readers because the archetypes resides in 
the mind of everyone： 
the profound masterpiece seems to draw us to 
a point at which we can see an enormous number 
of converging patterns of significance. 10 
Frye is no doubt another primary figure in archetypal 
criticism but I will not make much reference to his system in this 
thesis because I will only focus my discussion on only one 
specific archetype 一一 the mother archetype ——but not archetypes 
in genera 1. Besides, Frye's system will be more useful for a 
generic analysis since he tries to categorize different genres 
such as Comedy, Romance, Tragedy, etc.. When he explains what 
he is searching for, he says : 
I suggest that what is at present missing from 
literary criticism is a coordination principle, 
a centra 1 hypothesis which, 1 ike the theory of 
evolution in biology, will see the phenomena it 
deals with as part of a whole. Such a principle, 
though it would retain the centripetal perspective 
of structural ana lysis, would try to give the 
same perspective to other kinds of criticism too. 11 
Since I am only trying to examine a specific archetype and its 
manifestation in individual 1iterary works,工 find the works of 
Carl Jung and Erich Neumann more appropriate. Their archetypal 
14 
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analyses of the Mother Archetype are especially useful and 
i1luminat ing. 
In his article, "Psychological Aspects of the Mother 
Archetype“ written in 1938, Jung gives a detailed analysis on the 
archetype of mother. His view of the mother archetype, is both 
illuminating and enlightening not only for psychoanalysts, but;, 
also for literary critics. He writes: 
The concept of the Great Mother be longs to the 
field of comparative religion and embraces 
widely varying types of mother-goddess. The 
concept itself is of no immediate concern to 
psychology, because the image of a Great 
Mother in this form is rarely encountered iin 
practice, and then only under very special 
conditions. The symbol is obviously a 
derivation of the mother archetype. 12 
‘ i 
The mother archetype is mani f©stated in symbols, a device 
for human expressions. Symbols of the mother archetype can be 
found in various means of human expressions such QS literature, 
paintings, sculptures, etc., basically any form of art. Jung 
himself believes that "another we 11-known express ion of the 
archetypes is myth and fairytales." 13 
We must bear in mind that the archetype itself is abstract 
and does not have a concrete content： 
. . . a rche types are not determined in regard 
to its content, but only QS regards their form 
and then only to a very 1imited degree. A 
primodia1 image is determined as to its content 
only when it has become conscious and is 
therefore fi1 led out with the material of 
conscious experience. Its form. . . preforms 
the crystalline structure in the mother liquid, 
15 
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although it has no material existence of its 
own. • . • The archetype in itself is empty 
and purely formal, nothing but a facultas 
praeformandi, a possibility of representation 
which is given a priori. 14 
Therefore, in literary archetypal analysis, we have to find the 
symbols . By examining the instrinsic elements of these symbols, 
we could see the manifestation and representation of certain 
archetypes -- mother archetype in this thesis 一 一 in literary works. 
Jung explains that： 
An archetypal content expresses itself, first 
and foremost, in metaphors. If such a content 
should speak of the sun and identify it with 
the lion, the king, the hoard of gold guarded 
by the dragon, or the power that makes for the 
life and health of man, it is neither the one 
thing nor the other, but the unknown third 
thing that finds more or less adequate expression 
in all these similes. Besides, religion, rites； 
cults, and customs, literature is another rich 
field of manifestation. 15 
Before we go on to an analysis of individual works. in 
Chapter Three, it is important that we know more about the 
possible manifestations of the mother archetype. As mentioned 
before, Jung has given a detailed analysis of the mother 
archetype specifically. From his examples, we see that the 
mother archetype is a very basic and vast archetype. He writes： 
Like any other archetype, the mother archetype 
appears under an almost infinite variety of 
aspects. I mention here only some of the more 
characteristic. First in importance are the 
personal mother and grandmother, stepmother and 
mother-in-law； then any woman with whom a 
relationship exists 一 - for example, a nurse or 
16 
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perhaps a remote ancestress. Then there are 
what might be termed mothers in a figurative 
sense . To this category be longs the goddess, 
and especially the Mother of God, the Virgin, 
andi Sophia. Mythology offers many variations 
of the mother archetype, as for instance the 
mother who reappears as the maiden in the myth 
of Demeter and Kore； or the mother who is ailso 
the beloved, as in the Cybele-Attis myth. Other 
symbols of the mother in a figurative sense 
appear in things representating the goal of . 
our longing for redemption, such as Paradise, 
the kingdom of God, the Heavenly Jerusalem. 
Many things arousing devotion or feelings of 
awe, as for instance the Church, university, 
city or country, heaven, earth, the woods, the 
sea or any sti l l waters, matter even, the 
underworld and the moon, can be mother-symbols. 16 
Thus, the mother archetype can be manifestated not only in the 
form of human . feminine symbols, but can be represented in 
i 
many other forms. We have to pay attention to the figurative 
sense of the mother archetype because it is basically what we are 
searching for in 1iterary analysis. In addition to the above 
symbols, there are sti l l a lot more in nature . Jung continues, 
and places standing for fertility and fruitful— 
ness： the cornucopia, a plouged field, a garden. 
It can be attached to a rock, a cave, a tree, a 
spring, a deep well, or to various vessels such 
as the baptismal font, or to vessel-shaped 
flowers like the rose or the lotus. Because of 
the protection it implies, the magic circle or 
mandala can be a form of mother archetype. 
Hollow objects such as ovens and cooking vessels 
are associated with the mother archetype, and, 
of course, the uterusf yoni, and anything of a 
1 ike shape. Added to this list there are many 
animals, such as the cow, hare, and helpful 
animals in general . 17 
From the above examples, we see one characteristic of the mother 
17 
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archetype. All the symbols seems to imply fertility, warmth and 
protection. However, if we only view the archetype from such 
aspects, we shall fail to observe another significant 
characteristic of it . That is the ambivalent nature of the 
archetype . For Jung writes： 
All these symbols can have a positive, favourable 
meaning or a negative, evi1 meaning. An ambivalent 
aspect is seen in the goddesses of the fate 
(Moira, Graeae, Norns). Evil symbols are the 
witch, the dragon (or any devouring and entwining 
animal, such as a large fish or a serpent), the 
grave, the sacrophagus, deep water, death, 
nightmares and bogies (Empusa, Lilith, etc.) . 18 
This ambivalent quality of the mother archetype has also 
1 
received a detailed einalysis in the masterpiece of Eric Neumann, , 
The Great Mother. Erich Neumann was an prominent psychologist 
and anthropologist greatly influenced by Jung. In the essay "On 
Erich Neumann", written by Gerhard Adler, it is said that： 
It was a meeting of the greatest importance： 
the results of Erich Neumann's relationship 
with Jung are by now part of the history of 
analytical psychology. 19 
Like Jung, Neumann also discerns the ambivalent quality of the 
mother archetype. The mother archetype includes both the good and 
terrible mother figures. In analysing the mother archetype in the 
unconscious human mind, he writes： 
A configured form of the Great Mother has 
emerged from the primordial archetype. Now an 
order is discernable in the elements. She has 
three forms： the good, the terrible, and the 
18 
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good-bad mother. The good feminine (and 
masculine) elements configure the Good Mother, 
who, like the Terrible Mother containing the 
negative elements, can also emerge independently 
from the unity of the‘Great Mother. The third 
form is that of the Great Mother who is good-
bad and makes possible a union of positive and 
negative attributes. Great Mother, Good Mother, 
and Terrible Mother form q cohesive archetypal 
group. 20 
Neumann1s work, The Great Mother, was completed after years of 
research in various fields including psychology, mythology, 
anthropology and even archaeology. He gave numerous concrete 
i 
manifestations of the mother archetype manifested in all epochs 
and cultures. The work provides sol id proofs to show that the 
common symbols of the mother archetype observed by Jung and 
Neumann are not mere speculations. Besides elaborating and 
scrutinizing Jung's basic assumptions and observations, - Neumann 
also tries to conduct a structural analysis of the Great Mother 
archetype. In the Preface of his book, he states clearly his 
ambition： 
In this work we have attempted a structural 
analysis of an archetype； we have striven to 
show its inner growth and dynamics, and its 
manifestation in the myths and symbols of 
mankind. 21 
Neumann's work not only tries to probe into the psyche of 
an individual , but also tries to build a psychic wholeness of the 
whole civilization. He believes that an individual can only gain 
a healthy and complete psychic state by developing a psychic 
wholeness with a balanced growth and regconition of both the 
19 
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conscious and unconscious mind. Similarly, a nation should also 
strive for such a balance. He says： 
. • • this problem of the Feminine has equal 
importance for the psychologist of culture, who 
recognizes that the peril of present-day man-
kind springs in large part from the one-sidedly 
patriarchy development of the male intellectual 
consciousness, which is no longer kept in balance -
by the matriarchal world of the psyche. In this 
sense the exposition of the archetypal-psychical 
world of the Feminine that we have attempted in 
our work is also a contribution to a future 
therapy of culture. 
Western mankind must arrive at a synthesis 
that includes the feminine world 一"- which is also 
one-sided in its isolation. Only then will the 
individual human being be able to develop the 
psychic wholeness that is urgently needed if 
Western man is to face the dangers that threaten 
his existence from within and without. 22 
Lacking the extensive professional knowledge and the grand 
mission which enable Neumann to finish his monumental work, I 
shall strive to use his work as a guide in this thesis. He 
writes： 
When analytical psychology speaks of the 
primordial image or archetype of the Great 
Mother, it is referring, not to any concrete 
image existing in space and time, but to an 
inward image at work in the human psyche. 
The symbolic expression of this psychic 
phenomenon is to be found in the figures of 
the Great Goddess represented in the myths 
and artistic creations of mankind. 23 
Therefore, my work in this thesis is only an attempt to find the 
"symbolic expression" in the "artistic creations" of two male 
authors and examine the relation between their created works and 
' i 
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the mother archetype. By examining the manifestation of the 
mother archetype in the literary works through analysis of 
certain recurring symbols, such as the moon, the cave and the 
goddesses, we may discover the collective unconscious beneath the 
artistic and literary creations. Since Neumann's work and his 
analysis of the structure and dynamics of the mother archetyp.e 
will be a frequent reference in this thesis, it is helpful to 
introduce his methodology and analysis of the mother archetype. 
First of all, we must distinguish some levels of the 
archetype. Neumann thinks that the effect of the archetype takes 
place both in the unconscious and between the unconscious and 
consciousness when the ego is being overpowered. What 
the consciousness perceives is only the -symbolism of the 
archetype / which is the archetype's manifestation in- specific 
expression. They are different for each archetype. In this 
thesis, we shall try to find the symbolism of the mother 
archetype in literary works. Besides, due to the different 
aspects of an archetype, there are di ffernet manifestations, 
which may be contradictory, such as the terribleness and the 
protective aspects of the mother archetype. But : 
symbolic images , as archetypal representations , 
must be distinguished from the 'archetype an 
sich' • . . The archetype on sich is an 
'irrepresentable1 factor, a 'disposition' which 
starts functioning at a given moment in the 
development of the human mind and arranges the 
materia1 of consciousness into definite patterns. 24 
So the "archetype an sich" is the nuclear phenomenon 
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transcending consciousness. It operates as a pattern of vision 
in the consciousness and orders the psychic material into 
symbolic images. This corresponds to what Jung calls the 
"crystal 1ine structure" which "has no material existence of its 
own" which I mentioned earlier in this chapter. 
Another feature we must know about the symbol is its 
relation to "primordial archetype"： 
We employ the term primodial archetype to 
stress the genetic aspect： by it we define 
the archetype as manifested in the early-
phase of human consciousness before 
differentiation into the particular 
archetypes. The process of the differen— 
tiation of archetypal phenomena . . . 
leads to the emergence of individual , 
archetypes from a great complex mass, and 
to the formation of coherent archetypal 
groups. . . Parallel to this development, ‘‘ 
the symbols are differentiated and ordered. 
. . While, for example, the primordial 
archetype may contain the most diverse and 
contradictory symbols, which for conscious-
ness are mutually exclusive ——e.g., 
positive and negative, male and female —— 
these symbols later split apart and order 
themselves according to the principle of 
opposi tes. 25 
While analysing the symbolic representations of the mother 
archetype, we must bear the following principle of Neumann's in 
mind ： 
. • . a vast number of forms, symbols, and 
images, of views, aspects, and concepts, which 
exclude one another and overlap, which comple-
ment one another and apparently emerge 
independently of one another, but all of wjbich 
are connected with one archetype, e.g., that 
of the Great Mother, pour in on the observer 
22 
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who takes it on himself to describe, or even 
to understand, what an archetype, or what this 
archetype, is. Although all these many forms 
are ultimately * variations on a ground theme', 
their diversity is so great, the contradictory 
elements united in them so smultifarious, that 
in addition to speaking of the 'eternal 
presence' of the archetype, we must also speak 
of its symbolic polyvalence. 26 
Neumann believes that the different manifestations of the 
mother archetype from 七he ancient world up to the modern world 
reflects the development of man's conscious and unconscious 
mind. In order to clarify the development of the conscious and 
the unconscious mind which can be detected by the dominance of 
the different stages of the archetype, Neumann has designed a 
schema consisting of the different stages. The first] and basic ' 
stage of the unconscious of course resides in the most basic 
"archetype an sich" as mentioned before. The symbol uroboros 
represents "the Great Round： when man_s consciousness and ego were 
stil l small and undeveloped. Therefore, it symbolises a chaotic 
state where opposite elements are intermingled. It also stands 
between the irrepresentable "archetype an sich" and the 
primordial archetype, which is the Archetypal Feminine or the 
Archetypal Masculine. (There is also Archetypal Masculine 
because the ego cannot differentiate at this early stage.) At 
the third stage, the Archetypal Feminine and Archetypal Masculine 
are differentiated and the maternal features are clear and the 
uroboric Great Mother is distinguished from the Archetypal 
Feminine. In the fourth stage of development, q configured form 
23 
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of the Great Mother has emerged from the primordial archetype and 
the elements are discernable. This is the archetype group which 
includes the terrible mother, good mother and the Great Mother as 
mentioned before. In the fifth stage, the ego experiences the 
archetype of the unconscious directly or indirectly either 
through psychic images or projections into the world. This is 
the stage when the archetype is experieneced as vision, dream or 
the imagination. Art work is probably an expression of this 
stage and also a combination of the sixth stage. The sixth stage 
involves the world which offers an outer projection on which the ego 
can experience the inner images. Neumann says, "The indirect 
experience of the archetypal images by consciousness occurs in 
the world, particularly through figures or persons." 
Of course, the "figures or persons" Neumann takes "for 
illustration in his work is mostly a goddess such as the Egyptian 
Isis, or the He 1lenistic-Jewish-Christian Sophia because his main 
concern is mythology. But since my concern is with literary 
representations, the archetypal images are found through the 
characters (figures) and the symbols in the literary works which 
I assume are the projections of man's inner psyche. It is 
because： 
i 
The archetype is experienced indirectly also 
through individuals upon whom it is projected. 
In the schema, the examples corresponding to 
the 'figures'are indicted in the zone of the 
world. 27 
Besides, the structure and the development of the 
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archetype, Neumann also calls our attention to the two characters 
of the Feminine, namely the elementary and the transformative 
characters4 The elementary character is evident when unconscious 
is dominating while the ego and consciousness are sti l l small and 
undeveloped. It is ambiguous and has both a good and bad aspect 
of the feminine. There is a tendency for the ego to return to 
this original unconscious state. But as consciousness and ego 
gradually develop and become strong, this tendency will be 
weakened and vice versa. The transformative character is also 
connected with feminine symbolism. It drives towards change and 
transformation： 
In psychic development the transformative 
character is at first 'dominated' by the 
elementary character and only gradually 
throws off this domination to assure its 
own independent form. 28 
For a more detailed analysis of these two •characters, 
readers may want to refer to Neumann's book directly for further 
details on dynamic and psychological development. What I would 
like to stress about these two characters which are related to my 
thesis is the unitary interpretation Neumann gives both of 
i 
"woman's experience of herself and of man's experience of woman." 
And with regard to both these characters, we need to remember 
that ： 
. . . b o t h characters are vehicles of the 
ambivalence that is typical of the Archetypal 
Feminine as well as the Great Mother, and 
25 
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that moreover is an original characteristic 
of every archetype. 29 
Everybody possesses elements of the opposite sex, the 
anima in man and animus in woman, which are perceived by the 
individual as the reality of the opposite sex. Neumann explains： 
In other words, the man possesses an inner, 
though primarily unconscious, experience ofJ 
woman, and the woman of man. This experience 
of the other sex is further objectivized 
through the living relation with this sex 
that has become usual in the modern world. 30 
We must also remember a general co-ordination which is: 
• . . in both sexes the active ego conscious-
ness is characterized by a male symbol ism, the , 
unconscious as a whole by a female symbolism. 31 
As my thesis is dealing with two male authors, I will focus on 
man's experience of this feminine character besides analysing the 
manifestation of the mother archetype. First, let me explain 
briefly about the concept of anima which is related to my 
analysis. While talking about the transformative character of 
the feminine archetype, Neumann writes： 
The anima, the 'soul image', which the male 
experiences in the female, is his own inner ‘ 
femininity and soulfulness, an element in his 
own psyche. But the anima ——as Jung pointed 
out from the very first ——is formed in part 
by the male's personal as well as archetypal 
experience of the Feminine. For this reason, 
the man's anima figure, which has found its 
expression in the myth and art of all times, 
is a product of genuine experience of the 
nature of the Feminine, and not a. mere 
manifestation of male projections upon the 
26 
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woman. 32 
Following this assumption, I think that the theory is applicable 
both to Chinese and Western literature since it is claimed to be 
universal and does not seem to be limited to any individual or 
race. Another basic character of the anima which should be 
stressed and has been mentioned while analysing the archetype 
itself is: 
The anima figure has also a positive and 
f negative aspect； it preserves the ambiva-
lent structure of the archetype and like 
the Great Mother, forms a unity in which 
positive, negative, and ambivalently 
balanced constellations stand side by side. 33 
The purpose of this chapter is to give an introduction to 
t h e A r c h e t y p a l aPProach which I will be using to analyse certain 
literary works. It is only a simple layout of the important , 
ideas which are relevant to my thesis so it is far from a 
detailed survey of the works of Jung and Neumann. It only serves 
to explain briefly the literary approach which will be used in 
the following chapters. 
i 
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CHAPTER THREE 
AN.ARCHETYPAL ANALYSIS OF "DEATH IN CHICAGO" 
In Chapter Two, I have tried to introduce cind explain 
briefly the concept of the mother archetype. In this chapter, 'I 
shall examine how the mother archetype is manifested in 1iterary 
works. I would 1 ike to start with an extract of an interview 
with Pai Hsien-yung which was conducted by a magazine in Hong 
Kong in July 1988： 
Reporter： In several stories, you express 
deep emotion towards the mother. 
Besides the mother, have you ever ^ ‘ 
in your life time had strong emotion 
shown to other women? In reality, 
have you ever met any women like 
Yu Qinq Sao jb 今Rf ^ , Madame 
Qian ^ Av and Manageress 
Jin 久 匆j . •? 
Pai Hsien-yung： (laughs; I am very interested 
in experienced women. I think 
mature women are especially 
attractive. Even though they 
don't have children, they represent 
the mothers in our world. 
Prostitutes are usually very motherly. 
And it is inevitable that we miss 
our mothers . 1 
The above extract gives us q clue to Pai Hsien-yung's 
attitude towards the mother figures in his novel. We can surely 
get a clearer idea of the mother figure by analysing his works. 
Many comparatists in literature choose to examine Pai Hsien-yung 
or his works because he has adapted some western themes or because 
28 
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of his occasional emulation of specific western authors 
' . . .. i 
and their works. For example, Susan McFadden writes in 
one of her essays： 
Pai Hsien-yung writes indeed with his own 
Chinese generation in his bones, yet his 
flesh contains much of the weistern literary 
tradition as well. For this reason, any 
thorough study of his works must be 
comparative . A1 though much has been written 
on 's use of 'western techniques', there 
has yet to emerge a comprehensive and 
systematic comparative study which i1luminates 
how in both his early and mature works, 
western and Chinese literary traditions come 
• together. 2 
This thesis is far from a "comprehensive and systematic 
comparative study" of Pai's work. Instead, Pai1s work is used 
merely as an illustration of the mother archetypef which is the 
main concern in this thesis. I do not choose to study Pai 
Hsien-yung because of his 'western techniques1. Neither do I see 
the particular concept of mother archetype as a "western 
tradition" influencing the writer's creation. Rather, I see 
it as a collective unconscious which is "common to all men" and 
the manifestation of the mother archetype as symbols in literary 
works, created either consciously or unconsciously, to be a proof 
of the "ancestral heritage of possibilities of representation." 
The main reason for choosing Pai is of course due to the 
numerous, well—written female characters in Pai's work. As 
Pai admitted frankly in the above interview, he has a strong 
passion for females. With a careful study into his creative 
works, name ly the short stories 1 ike "Yu Qinq Sao" &即 J^, 
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"Death in Chicago" ^ ^ J^ L fC , "Fallen Angel" 5¾ 仙 S乙， 
"That Stretch of Blood-red Azaleas" ^  fij 如 < 揪 知 ^ 
and the longer story "The O u t c a s t " 緣 , it is not difficult 
to detect Pai's strong passion towards females. If, as Jung says, 
the woman is the most immediate embodiment of the mother 
archetype for man, then we should be able to see from Pai's female 
characters some hint of the mother archetype as expressed in 
literature. Pai's work is indeed rich with mother symbols 
and manifestations of the mother archetype. 
I would like to analyse the mother archetype in Pai's 
work by looking at his short story, "Death in Chicago", 
3 ‘ — 
composed in 1964. The story is about a thirty-two-year 
old Chinese male, Wu Han Hun 天 访C, who studied English t 
literature in Chicago. He had lived in a basement, studying 
for six years very diligently. Since he did not get 
any scholarship in the first few years, he had to work to earn 
his living and study according to a very tight schedule. His 
old mother died in Taiwan before his final examinations. But he 
could not go back to his mother's funeral because hei had to study 
intensely for the examinations. After the commencement, he 
returned to his shabby, dark and dirty basement and found it just 
unbearable. For the first time, he saw clearly the half window 
in his room. Noticing the women behind the window, he 
remembered his ex-lover in Taiwan who had married. Disturbed 
Disturbed by the dark and cramped room, he went out on the 
streets. He felt that he was almost a stranger to the crowded 
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Chicago City in which he had lived for six years. Then he went 
to a bar to have a drink. He was approached by a red-haired 
sexy woman there and he was invited to her place afterwards. 
The woman turned out to be very ugly and old after she had taken 
off her wig and clothes. Wu Han Hun felt very exhausted and 
lonely after leaving the woman. He became extremely desperate 
and very frightened to face a new day. Finally, he drowned 
himself in Lake Michigan. 
When discussing the term Great Mother, Neumann says : 
'Mother' in this connection does not refer 
merely to a relationship of filiation but 
also to a complex psychic situation of the 
ego, and similarly the term 1 Great' expresses 
the symbolic character of superiority that 
the archetypal figure possesses in comparison 
with everything human and with created nature 
in general . 4 
But, how is the mother archetype actually related to the human 
beings and why is it so important? Neumann says： 
[Man] experiences the world predominantly by 
forming archetypal images that he projects upon 
i t . The child, for example, first experiences 
in his mother the archetype of the Great Mother, 
that is, the reality of an all—powerful numinous 
woman, on whom he is dependent in all things, 
and not the objective reality of his personal 
mother, this particular historical woman which 
his mother becomes for him later when his ego 
and consciousness are more developed. 5 
The qualities of the mother archetype is also illuminated 
clearly by Jung, as mentioned before in Chapter one. We have 
discussed how the mother archetype appears and its 
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characteristics. Like Neumann, Jung believes that we first 
experience the mother archetype in our mothers. But of course, 
in literary analysis, our job is to detect the mother archetype 
as appears in a figurative sense. Jung gives lots of examples to 
illustrate the mother archetype in a figurative sense, such as the 
Mother of God, Demeter, or even Paradise, Church, country, earth, 
water, moon, etc., which he calls the mother symbols. In this 
thesis, my job is not only to trace and analyse the mother 
symbols which denote the mother archetype in the specific 
literary works, but also to show the ambivalent meanings of 
the mother archetype, namely the terrible as well as the good 
mother figure. After Jung has quoted certain symbols of the 
mother archetype in myth and literature, he also calls our ‘ 
attention to the ambivalent nature of the mother archetype. 
He says： 
All these symbols can have a positive, 
favourable meaning or a negative, evil 
meaning. 6 
I have explained in Chapter one that one special quality of the 
mother archetype is its ambivalent feature. This can be 
exemplified clearly in "Death in Chicago". In "Death in Chicago", 
the hero experienced the negative aspect and the abandonment of 
the mother archetype and he finally strived to return to the 
earth mother which could offer protection, representing the 
positive aspect of the mother archetype. As explained by Jung, 
city or country can also be symbols of the mother archetype. 
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The name of the hero, Wu Han Hun ( 劣 ), was symbolic in 
suggesting the close affinity of country and mother, which in 
another sense is the mother archetype itself. In the Chinese 
language, "Wu" ( f^ ) is phonetically equivalent to "wu__ (、然）and 
the latter means "do not have". "Han Hun" O^ 4¾) actually means 
the "Chinese Soul". Therefore, the name of the hero carries a 
very rich meaning. Being a foreign student in a foreign land, 
the hero in the story was someone who did not have a Chinese Soul . 
He had lost contact with his own country because he was far away 
living in a foreign country, America, His name signified 
loneliness, exile and his alienation from his home country. 
The name not only implied that he was an orphan of the country 
but also suggested that he had long lost contact with his mother 
which is symbolized by his home country. It can be seen that the 
hero was tortured by the feeling of detachment from his country 
and he longed to re-establish the relationship. Such detachment 
was also implied by his inability to f i t into the city of 
Chicago, a foreign realm. He seemed to be so out of place 
and felt extremely forlorn in that foreign country： 
. . . W u Han-hun looked up to gaze at the 
darkening piece of purple sky wedged between 
the lofty Monroe Street buildings. All at 
once he felt the city had become strange to 
him, so that it seemed to be a mere geographical 
name -- 'Chicago' bearing no relation to all 
these aging buildings, these masses of puppet-
like figures, jerking their way along. He had, 
for some strange reason„ suddenly become 
confused, the cars and passers-by moving 
rhythmically before him, ordered by the great 
harmony of the city of Chicago. Wu had lost 
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all sense of bearings, he had lost his 
equilibrium. He felt as if he had been hurled 
onto a giant ballroom floor and that Chicago 
was urging with a pulsating rhythm, reeling 
and vibrating under foot, while he himself 
faltered and hobbled along, unable to follow 
the beat. 7 
Wu Han-hun was depressed by the intolerable fee 1ing of 
displacement. He had a strong desire to keep his connection with 
his own country. Therefore, he felt offended when the prostitude 
mistook him for a Japanese： 
•My name is Lorna, but people usually call me 
Lulu ——you can take your pick.• She smiled at 
him. 'What's yours?' 
_Wu Han-hun.• 
•Wu--•• Lorna put her hand to her mouth to 
suppress her giggle. 'What a mouthful！ 1*11 
just call you 'Tokyo', that's a l l . ' 丨 
'But I'm Chinese" said Wu. 8 
Pai Hsien-yung is very bitter and ironic here. Not only did the 
hero himself lose his sense of identity, other people were unable 
to identity him or re late him to his home country either. Before 
he died, Wu Han Hun came to the most tragic recognition, he 
i 
realised that : 
On the entire surface of the earth there 
was not a single spot he could call his 
own • 9 
Wu Han Hun's sudden recognition of his displacement in the world 
is actually . fostered by his mother's death . He realised . his 
total detachment with his country through the death of his own 
mother, both being the symbol of the mother archetype. As 
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explained by Neumann, the personal mother was the first and 
foremost embodiment of the mother archetype Wu experienced in his 
life. The protective figure signified by his mother was lost 
with her death. Wu entered the waste land once after his mother 
died： t 
One evening while he was preparing for his -
preliminary exams, he suddenly received a 
telegram from his uncle: 'Your mother has 
passed away； although your grief will be 
great, please take care of yourself. • 
Cupping his hands under the ye 1 low paper, 
he had stared into space for several hours, 
finally crumpling it up in a l i t t le ball 
and stuffing it in his desk drawer. Stacked 
in front of him were the complete works of 
T.S. Eliot. Wu proceeded to sit down, turned 
to The Waste Land, and began to read si lently 
to himse1f： 
April is the cruelest month, breeding t 
Lilacs out of the dead land, mixing 
Memory and desire, stirring •‘ 
Dull roots with spring rain, 
Winter kept us warm covering 
Earth in forgetful snow. . . 10 
Wu Han-hun si lently mourned the death of his mother. The story 
leaves much space for the contemplation of the readers with these 
few lines from "Burial of the Death" in Eliot's Waste Land. 
Susan McFadden's interpretation of these few lines could be shown 
as one example, which is quite different from my own. In a 
comparative analysis, she writes： 
Pai shows his literary debt to Eliot most 
clearly in 'Death in Chicago'(1964). In 
this story, Pai not only alludes to several 
western works of art, he incorporates the 
allusions into the narrative dramatically, 
interweaving the imagery and theme of the 
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western author with his own. What is most 
revealing is that Pai borrows from Eliot 
himself. This technique is achieved very 
naturally, since the protagonist Wu Han-
hun is a doctoral candidate in English 
literature. Thus, it is possible for Pai 
to quote a passage from The Waste Land 
which is thematically in accord with 
'Death in Chicago‘； the scene in which 
Wu Han-hun prepares for his exams 
explicitly parallels the backdrop of 
'The Burial of the Dead'. 11 . 
What she believes to be "thematically in accord" with both works 
is that Wu is actually living in a Waste Land. She further 
expalins： 
'Death in Chicago' is not, however, an 
imitation of Eliot's The Waste Land, for 
Pai Hsien-yung advances and expands the 
theme, depicting this 'spirit of China' 
as a Chinese Faust escaping reality by 
retreating into the ivory tower of 
scholarship.. . 
The author suggests that Wu has 
lost contact with reality because he has 
cut off his roots, first by ignoring his 
mother's pleas to return home, then, 
after her death, by shirking his duties 
as a xiao-zi( ^ , f i l ial , bereaved 
son). Wu's 'knowledge' of English 
literature is as good as useless to him 
as long as he remains isolated from his 
country. 
The death of Wu Han-hun and the 
theme of death in The Waste Land are not 
completely affinitive； there is nothing 
ascetic or purifying about Wu,s longing 
for death, for while it is true he seeks 
the emptiness of Nirvana, he is essent-
ial ly fleeing from a cultural and 
personal guilt. Both works portray 
the decadence and decay of a city, a 
city as a microcosm symbolic of material 
life, but in Pai's work the focus is more 
individual and deals more exclusively 
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with physical decay. . . His mother's 
death has caused Wu to see dissolution ^ 
and death in everything ——.the city of 
Chicago itself rises before him '1 ike 
a no-good drunk on a binge, and before 
long, Wu Han-hun is drawn into the void. 
• • The final message of The Waste 
Land is never heeded — indeed never 
quoted 一一 and the allusions, 1 ike Wu1s 
completed resume, ultimately serve as 
sobering reminders that there is no 
transcendence, no salvation, only death. 12 ,. 
In analysing Pai's allusion to Eliot's Waste Land, Susan McFadden 
does not go into detailed analysis of the latter because 'Death in 
• . . 
Chicago' is only one of the examples she gives to illustrate her 
comparative analysis and deeper analysis of the Waste Land may not 
seem necessary in her article. She adds however： 
" � . 
The success or failure of the allusive 
method is highly dependent upon the 1 
natural associations which a reader will 
make： If the Chinese reader has not been 
丨 exposed to The Waste Land, his or her 
ability to appreciate 'Death in Chicago' 
will be limited somewhat. 13 
： t • 
On the other hand, in my analysis, I would like to make more 
references to Eliot's Waste Land as I believe that Pai's 
allusion is quite intentional and implicative. Though depth 
analysis on the large scale of allusions and the diverse 
mythological backgrounds on the masterpiece is both impossible 
and unnecessary so as to avoid divergence, I would choose to 
emphasize tho^e which will enhance the understanding of the 
mother archetype in ''Death in Chicago". * . 
Pai quotes the Waste Land to describe Wu's feeling of his 
> 
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mother's death, implying the close affinity of the mother's death 
and Wu's entering into a waste land. But is the allusion 
calling readers' attention to 'decadence and decay of a city, a 
city as a microcosm symbolic of material life1, as Susan McFadden 
has said. I believe the allusion has a far richer implication 
than that. It not only enhances the abandonment exerted on Wu by 
' i ” 
his mother's death, it also foreshadows Wu's urge to return to 
his mother and his quest for a rebirth with his own death, a 
theme found in many myths. The _waste' Wu felt, as implied 
by the allusion from The Waste Land, does not only refer to 
the deteriorating modern world. B. C. Southam says： 
Eliot's immediate Waste Land is the world, 
as he saw it, after the First World War. The » 
'waste1 is not, however, that of war's 
devastation and bloodshed, but the emotional 
and spiritual sterility of Western man, the 
'waste' of our civilization. Eliot does not 
regard this as a single moment in history, 
particular to the West in the twentieth 
. century, and the poem is organised to present 
an inclusive, comparative vision, a perspective 
of history in which (by succinct al1usions 
and references) twentieth century forms of 
belief and disbelief, of culture and of life, 
are kept in a continuous and critical 
relationship with those of the past. 14 
This should explain the reason why Eliot did not like the word 
'generation' used by some of his contemporaries to analyse the 
theme of his poem, a word which certainly narrowed the scope of 
his waste land to a time and space in history which is far too 
limited. He once said： 
I dislike the word 'generation'. When 
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I wrote a poem called The Waste Land some 
of the more approving critics said I had 
expressed 'the disillusionment of a 
generation' , which is nonsense . I may 
have expressed for them their own illusion 
of being disillusioned, but that did not 
form part of my intention. 15 
Eliot established such a magnitude through his use of myths. Among 
the various myths Eliot used in The Waste Land, the fertil i ty -
myth is actually closely related to the mother archetype. His 
frequent reference to many fertility myths is very obvious and he 
himself emphasizes the significance of such myths in his own 
notes . He says： 
Not only the t i t le , but the plan and a 
good deal of the incidental symbolism of 
the poem were suggested by Miss Jessie , 
L. Weston's book on the Grail legend： • 
From Ritual to Romance (Cambridge). . ... 
Indeed, so deeply am I indebted. Miss 
Weston's book will elucidate the 
difficulties of the poem much better 
than my notes can do; and I recommend < 
it (apart from the great interest of 
the book itself) to any who think such 
elucidation of the poem worth the 
trouble. To another work of anthropology 
工 am indebted in general, one which has 
influenced our generation profoundly； 
I mean The Golden Bough；工 have used 
especially the two volumes Adonis, Attis, 
Osiris.. Anyone who is acquainted with 
these works will immediately recognise 
in the poem certain reference to 
vegetation ceremonies. 16 
Eliot's opening notes CQI1 the readers' attention to the 
Grail Legend and the sections of James Frazer's Golden Bough’ 
which treat the cults of Adonis, Attis and Osiris. For both 
these references, Eliot directs the readers' attention to the 
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vegetation ceremonies. If we examine these myths closely, it is 
not difficult to see a common pattern and theme of the 
various myths, which usually depict the life-giving nature of 
' J 
the earth, an archetype of the mother figure, and the rebirth of 
the hero in the myths. I would only dwell in briefly some main 
ideas which will give the reader a rough concept of those 
vegetation cults mentioned by Eliot and which are related 
to the discussion of the mother archetype. 
Weston's book, which Eliot alludes to, 1 inks the 
vegetation rites of early religions to the romances of the Holy 
Grail. She sees that the themes in the Grail legends are 
analogous to those in vegetation cults. After surveying a few 
different versions of the Grail Legend, Weston makes some , 
observations ： •‘. 
a) There is a general consensus of evidence 
to the effect that at the main object of 
the Quest is the restoration to health 
and vigour of a King suffering from 
infirmity caused by wounds, sickness, or 
old age； 
b) and whose infirmity, for some mysterious 
and unexplained reason, reacts disastrously 
upon his kingdom, either depriving it of 
vegetation, or exposing it to the rages of 
war • 
c) In two cases it is definitely stated that 
the King will be restored to youthful 
vigour and beauty. 
d) In both cases . . . , the misfortune which 
has fallen upon the country is that of a 
prolonged drought, which has destroyed 
vegetation, and left the land Waste； the 
effect of the hero's question is to 
restore the waters to their channel, and 
render the land once more fertile. 
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e) In three cases the misfortunes and wasting 
of the land are the result of war, and 
directly caused by the hero's failure to 
ask the question. 17 
With a careful survey and detailed analysis, Weston finally draws 
the connections among the myths and sums up: 
• . • a close connection between the vitality • 
of a. certain King, and the prosperity of his 
kingdom； the forces of the ruler being weakened 
or destroyed, by wound, sickness, old age, or 
death, the land becomes Waste, and the task of 
the hero is that of restoration. 10 
An interesting feature of the heros in these myth is also pointed 
out by Weston. She proves that the King is believed to be the 
Fisher King and q significant feature is embodied in the name. 
She says： 
r • 
Fish is a Life symbol of immemorial antiquity, 
and that the t i t le of Fisher has, from the 
earlier ages, been associated with Deities 
who were held to be specially connected with 
the origin and perservation of Life. 19 
Therefore, Weston, on gathering so much evidence, shows that the 
Grail Legend, which Eliot mentioned in the opening notes, is 
closely related to the life cult. The Grail Legend 
• • • while finding their counterpart in i 
prehistorical record, present remarkable 
parallels to the extant practice and belief 
of countries. . . [is]. .a record of a ritual, 
originally presumed to exercise a life-giving 
potency. • . The ritual. ..lies at the root 
of the Grail story, be indeed the ritual of 
a Life Cult. 20 
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So much about Weston and the Grail Legend, let 's also see 
what Attis, Adonis and Osiris in The Golden Bough are. James 
Fraser writes： 
Under the names of Osiris, Tammuz, Adonis, 
and Attis, the peoples of Egypt and Western 
Asis represented the yearly decay and revival 
of life, especially of vegetable life, which 
they personified as a god who annually died -
and rose again from the dead. 21 
Again, Adonis, Attis and Osiris are also related to thq vegetable 
myths. From the works of Fraser and Weston, we get a 
description of each of them. Here is a description of Adonis： 
In early times Adonis was sometimes 
personated by a living man who died a 
violent death in the character of the , 
god. 22 
•• . 
In fact the central figure [Adonis] 
of these rites, by whatever name he 
may be called, is the somewhat elusive 
and impersonal entity, who represents 
in anthropomorphic form the principle 
form animate Nature, upon whose pre-
servation, and unimpaired energies, 
the life of man, directly, and 
indirectly depends. 23 
And Attis： i 
Another of those gods whose supposed 
death and resurrection struck such deep 
roots into the faith and ritual of Western 
Asia is Attis . • . Like Adonis, he appears 
to have been a god of vegetation, and his 
death and resurrection were annually mourned 
and rejoiced over at a festival in spring. 24 
For Osiris, Fraser says： 
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In ancient Egypt the god whose death and 
resurrection were annually celebrated with 
alternate sorrow and joy was Osiris, the 
most popular of all Egyptian deities； and 
there are good grounds for classing him in 
one of his aspects with Adonis and Attis 
as a personification of the great yearly 
vicissitudes of nature, especially of the 
corn. 25 * 
The three gods mentioned above are Gods of Fertility afe well as • 
Gods of the Dead. What best sums up the significance of these 
three similar myths is in Fraser's The Golden Bough： 
Certainly of the annual phenomena of 
nature there is none which suggests so 
obviously the idea of death and resurrection 
as the disappearance and reappearance of 
vegetation in autumn and spring. . . the 
annual death and revival of vegetation is 
a conception which readily presents itself ‘ 
to men in every stage of savagery and 
civilisation. 26 .‘ 
The above analysis of myths suggests that such a phenomenon is 
so important and universal that it accounts for the similarity 
and universality of ideas, myths and rites in so many cultures. 
A lot of interesting archetypal ideas could be drawn from such 
myths, such as the scapegoat, the salvation, or even the virgin 
birth. In the myth of Attis, the birth and character of the god 
l s especially interesting, which somehow reminds us of Christ in 
Hebrew myth： 
Attis was said to have been a fair young 
shepherd or herdsman . . . His birth, like 
that of many other heroes, is said to have 
been miraculous. His mother. Nana, was a 
virgin, who conceived by putting a ripe 
almond or a poimgranate in her bosom. 27 
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However, I would only focus on the ideas which are closely 
related to the mother archetype and which will reinforce our 
analysis of the specific literary work which I have chosen so as 
to avoid great divergences. Fraser's analysis of the vegetation 
myth brings us back to the idea of death and revival in The 
Waste Land and in "Death in Chicago". With a fuller understanding -
of the lines quoted by Pai, we may get a better idea of their 
significance in enhancing the theme in "Death in Chicago". 
As mentioned before, the lines are taken from Part I of 
The Waste Land with a title, "Burial of the Death". The title 
/ 
itself calls our attention to the rituals mentioned above. 
The burial of the death is done with a hope of revival, 1 ike that 
. » 
burial of Adonis in the rite. The first line starts with •丨 April". 
April represents spring which is the season of rebirth in many 
fertility and vegetation myths. It is the season of revival and 
renewal, both of physical and. spiritual life. However, it is 
described as "the cruelest month" in the poem. . An ironic 
contrast is drawn with the vegetation cult and the fertility 
ritual . As we have see n in Weston1s analysis, human life is 
closely connected and dependent upon these natural vegetation 
cycles. Therefore, in the mythical theme, crops and flowers 
flourish with the coming of rain in spring 
[and] with their sympathetic magic, represent 
a harmony of human culture with the natural 
environment, and express an extreme sense of 
unity of life. 28 
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However, what happens in the waste land? In our modern waste 
land, people are afraid to live and even enjoy the callous life 
in death. While analysing the poem. Brooks says： 
'The Burial of the Dead' develops the theme 
of the attractiveness of death, or of the 
difficulty in rousing oneself from the death 
in life in which the people of the waste land . 
live. Men are afraid to live in reality. 29 -
Modern man's waste land is a result of the continuous ‘ 
deterioration of civilization, wars and the material-oriented 
I 
society which brought about the destruction of traditional beliefs, 
both religious and mora1. The causes are numerous, bringing the 
world to a chao. Eliot's main message is about the automatic, 
feelingless, chaotic death-in-life that modern people are 丨 
I ' • 
leading. He is urging for the revival of a spiritual ^nd real 
life, which is implied in the Grail legend. Eliot started his 
poem with an epigraph which says： 
For once I saw with my very own eyes the 
Sibyl at Cumae hanging in a cage, and when 
the boys said to her, 'Sibyl, what do you 
want?' She answered, 'I want to die'" 30 
It may be helpful if we know a li t t le more about the Sibyl myth. 
Zimmerman gives it a very short explanation. Sibyl was： 
the most famous prophetess in mythology. 
Given power of prophecy and a thousand 
years of life by Apollo, whose mistress 
she refused to be, one year of life for 
each grain of sand she could hold in her 
hand. Forgot to ask for continuing youth, 
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and this Apollo refused to give because 
she spurned his love. She lived the 
thousand years in her cave at Cumae. 31 
Many critics have stressed that Eliot's epigraph signifies the . 
death wish of the people in the waste land. For example, 
Cleanth Brooks writes： 
[Sibyl] is saying what the people who 
inhabit the waste land are saying. But 
she may also be saying what the speaker 
of 'The Journey of the Magi 1 says, 
' . • . this Birth was/Hard and bitter 
agony for us, like Death, our death/ 
. • . I should be glad of another death,' 32 
The favourite paradox of Eliot, Brooks believes, is that： 
Life devoid of meaning is death; sacrifice, 
even the sacrifice death, may be life-giving, 
an awakening to life. 33 
However, in "Death in Chicago", what has actually deprived Wu of 
meaning of life? Why does Pai quote Eliot's The Waste Land to 
describe Wu's feeling when he receives the news of his mother's 
death? Does the loss of a mother figure have anything to do with 
The Waste Land of Eliot and the waste land of modern man? Does 
this have any implication about the magnitude of the mother 
i 
archetype? These questions again lead us back to the symbolism 
of the mother archetype and its various manifestations in 
literature. 
The fertility myth is actually closely related to the 
mother archetype . Jung says : 
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The [mother] archetype is often 
associated with things and places 
standing for fertility and fruitfulness： 
the cornucopia, a ploughed field, a garden. 
It can be attached to a rock, a cave, 
a tree, a spring, a deep well, or to 
various vessels such as the baptismal font, 
or to vessel-shaped flowers 1 ike the rose 
or the lotus. Because of the protection 
it implies, the magic circle or mandala 
can be a form of mother archetype. 34 
Jung emphasizes the 'protection' that the mother archetype 
implies. Similarly, the mother archetype is always associated 
with the power of giving life to the world. In explaining why the 
central symbol ism of the Feminine (the mother) is the vessel / 
• / • 
Neumann says : 
For obvious reasons woman is experienced as 
vessel par excellence. Woman as body-vessel 
is the natural expression of the human 
experience of woman bearing the child 'within' 
her and of man entering 'into' her in the 
sexual act. Because the identity of the 
female personality with the encompassing 
body-vessel in which the child is sheltered 
belongs to the foundation of feminine � 
existence, woman is not only the vessel that 
like every body contains something within 
itself, but, both for herself and the male, 
is the 'life-vessel as such,' in which life 
forms, and which bears all living things 
and discharges them out of itself and into 
the world. 35 1 
Neumann also quotes Plato in this aspect： 
• • . Plato's words also apply： •In 
fertil i ty and generation, woman does not 
set an example to the earth, but the earth 
sets an example to woman. • Because the 
earth, as creative aspect of the Feminine, 
rules over vegetation life, it holds the 
secret of the deeper and original form 
of 'conception and generation' upon which 
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all animal life is based. For this reason 
the highest and most essential mysteries 
of the Feminine are symbolized by the earth 
and its transformation. 36 
In citing examples to illustrate the close relation between 
fertility and the mother archetype. Neumann comments on the 
Stone Age Goddesses: 
The unshapely figures of the Great Mother 
are representations of the pregnant goddess 
of fertility, who was looked upon throughout 
the world as goddess of pregnancy and child-
bearing, and who, as a cult object not only 
of women but also of men, represents the 
archetypal system of fertility and of the 
sheltering, protecting, and nourishing 
elementary character. 37 
Returning to Pai's " Death in Chicago", we see that with 
the death of Wu's own mother, Wu recognised his lack of protection 
and sheltering, both physically and mentally. It was the 
feeling of the abandonment by the mother figure, which signifies 
the loss of protection and the life-giving energies, that threw 
Wu into the waste land. But just to emphasize the protection 
feature of the mother archetype shows only one side of the 
archetype. As I have mentioned in Chapter Two, the Good 
Mother contains also the negative elements. and "all these 
symbols can have a positive, favourable meaning or a negative, 
38 
evil meaning .“ 
Wu's mother seemed to be of an ambivalent character with 
both good and bad qualities. Though we do not have an explicit 
description of his mother, we can still get some implications 
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from Wu's attitude towards his mother. Jung would call the 
relation a mother-complex: 
The mother is the first feminine being with 
whom the man-to-be comes in contact, and she 
cannot help playing, overtly or covertly, 
consciously or unconsciously, upon the son's 
masculinity, just as the son in his turn 
grows increasingly aware of his mother' s .• 
femininity, or unconsciously responds to it 
by instinct. 39 ‘ A 
In "Death in Chicago", we see that Wu had an ambivalent feeling 
towards his mother. He loved her and tried his best to satisfy 
her but he also hated her because she had exerted great pressure 
on him. The story implied that Wu's mother was an all-powerful 
mother who had exerted great pressure on her child. She might be 
one of those types who are ： 
driven by ruthless will to power and a 
fanatical insistence on their own maternal 
rights, they often succeed in annihilating 
not only their own personality but alos 
the personal lives of their children. 40 
As Wu could not satisfy his mother's will to return to Taiwan 
when she was st i l l alive, he felt extremely guilty and tried to 
evade his responsibility. We could see his ambivalent feeling 
towards his mother in his nightmare after his mother's death： 
He dreamt that his mother's corpse was 
lying completely naked upon the coffin 
lid, her snow-white body drained of every 
drop of blood. As he moved toward it, she 
suddenly opened her eyes widely, gazing 
stupefied upon him. The corners of her i 
mouth were twitching nervously, as if she 
wished to speak with him, but was unable 
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to make a sound. He rushed to where she 
lay and began to shove frantically at her 
body, so cold and heavy that it seemed to 
be frozen solid. He strained himself at 
length, finally tipping her body down 
into the bottom of the coffin. 41 
Susan McFadden suggests that Wu was tortured by the guilty feeling 
that he had shirked his duties as a xiao-zi. I would say that 
it was a feeling mixed with guilt and anger. The nightmare 
showed the mother's terrible pressure exerted on Wu. Wu could 
hardly stand it so he had a subconscious will to push his mother 
to death. Wu was very frightened of his mother because he could 
not live up to her will. Peer Hultberg, while analysing E. M. 
I ^ ' 
Forster whose work will be discussed later in the thesis, relates 丨 
Forster's work to his childhood experience with his mother and '_• 
discusses how this relationship has influenced his work. It is 
interesting to find that his observations about Forster,s 
anxieties are quite helpful and applicable to explain Wu's 
anxieties towards his mother in the short story. Peer Hultberg 
says： ‘ 
Forster, in any event in his childhood, 
lived in a state of latent fear that he 
might on the one hand be unexpectedly 
rejected by his mother for not adapting 
to ideals she had set up for him； on the 
other that he might suddenly be over-
whelmed by crushing feelings of inferiority 
vis-a-vis the idealized unconscious anxieties 
that he might be punished with rejection 
and abandonment, if not directly by death. 42 
Relating this influence with Forster's created characters, 
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Hultberg says： i 
[Such influence has] found strongest 
expression in the theme of abandonment, 
rejection, and direct betrayal on the 
part of motherly figures or mother 
substitutes, which seems to run as a 
leitmotif throughout his who1e fictional 
work. 43 
This observation relating to Forster's work will be 
discussed in more detail with illustrations from A Passage to 
in the next chapter. Here, I am only borrowing Hultberg's 
idea to analyse Wu's feeling as shown in the story. Like many 
heroes in Forster's stories, Wu experienced the rejection and 
abandonment of his mother by her death. Wu was both sad and 
angry at her rejection so his anger was expressed in his 
nightmare. He released his anger by pushing his mother into the , 
coffin. The abandonment of the mother figure, whom Wu has ’’ 
always depended upon, is not only signified by the death his 
mother. As mentioned before, the mother figure may have 
varied manifestations in literature. As shown early � in the 
chapter, Wu felt the abandonment of his own country, which was 
another symbol of the mother archetype. A more obvious one is 
the death of his woman, which was an immediate blow which threw 
Wu into the waste land. Before his mother's death, however, 
Wu has also experienced the abandonment of another mother 
figure, his girlfriend. His girlfriend, Chin Ying-fen, was the 
female whom Wu loved with great respect. From the story, we 
know that Wu dared not have sex with her, probably because he 
did not want to ruin her purity and their spiritual love. His 
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disappointment and his feeling of abandonment can be imagined 
when he received Chin's wedding invitation, though Pai did not 
explicitly describe Wu's feeling of loss and anger： 
Only when he was with Chin Ying-fen had 
he been able to feel at ease. Chin Ying-fen 
was kind； he knew that she had loved him. 
The night before he left Taipei, she had 
taken his lapel into her hands, her eyes 
sparkling, as saying： ‘ 
•I know that as soon as you go, our • 
relationship will be over, I won't have 
any regrets, you know.. 
Her voice had been a l i t t le hoarse, and 1 
he had moved her hands away and covered 
her shoulders with her silk jacket. She 
had kept her head down as he si lently led • 
her out of the Botanical Garden, and he 
had felt her shoulders quivering violently 
underneath his palms. Her letters had come 
in the mail frequently — there were always 
one or two a week, but Wu seldom wrote back. 
He didn't know why. . . In three years, 
Ying-fen's letters already filled up a large ‘ 
box, but at the beginning of the fourth year, 
she had sent him a gold-embossed wedding ‘ 
invitation. He had spent one afternoon 
carefully selecting a fancy card, and put it 
in the mail . Then, along with the invitation, 
he had placed her letters into his wastepaper 
basket and lit them with a match. The letters . 
in bundles crackled fitful ly as they burned. ,: 
When the flames had died, Wu Han-hun reached 
his hand into the basket and grasped a fistful 
of warm and soft paper ashes. 
'Lucinda, you foxy Mama！• i . 
•Don,t you come on with your jive talk.' 
In the window could be seen the lower half 
of a woman's torso clad in a ye 11ow skirt, her 
firm buttocks swindling back and forth as she 
walked. Without warning, a muscular brown arm 
reached out, wrapping itself around her waist, 
and led her away. 44 ‘ 
Wu had shown his deep affection towards Chin Ying-fen as he had 
carefully kept all her letters. With the window scene, we felt 
Wu,s sudden loss of his lover as Chin Ying-fen was taken by 
another man. By juxtaposing the window scene with Wu,s 
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miserable act to burn the love-letters, Pai cleverly suggests the 
'muscular' feature, which Wu lacked, and hinted at Wu's sub-
conscious feeling of abandonment by his ex-girlfriend. Wu 
certainly was too shy to face women and. this inadequacy of 
masculinity may also be the result of his dominating mother. 
Jung had also explained the mother archetype's effectjon man's -
masculinity, which he called the mother complex： 
The effects of the mother-complex differ 
according to whether it appears in a son or 
a daughter. Typical effects on the son are 
homosexually and Don Juanism, and sometimes 
also impotence. • . The effects of a mother-
complex on the son may be seen in the ideology 
of the Cybele and Attis type： self-castration, 
madness, and early death. Because of the 
difference in sex, a son's mother-complex , 
does not appear in pure form. This is the 
reason why in every masculine mother-complex, 
side by side with the mother archetype, a 
significant role is played by the image of 
^ the man's sexual counterpart, the anima. 
The mother is the first feminine being with 
whom the man-to-be comes in contact, and she 
cannot help playing, overtly or covertly, 
consciously or unconsciously, upon the son's 
masculinity, just as the son in his turn 
grows increasingly aware of his mother's 
femininity, or unconsciously responds to it 
by instinct." 45 
Since Wu had arrived at the United States, he had made l i t t le 
contact with the opposite sex. The story says： 
Wu couldn't help but feel somewhat inferior 
whenever he was with younger girls. He had 
been to a couple of dances sponsored by the 
Chinese Students1 Association, but had 
inevitably ended up dragging his dance 
partner off into a corner. First he would 
get her a coke, then offer her some potato 
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chips -- he was nervous and it wasn't long 
before his partner became as nervous as he 
was. Inevitably, there was nothing left to 
him to do but discreetly plead with a friend 
to ask his partner to dance and removing him 
from this awkward position. 46 
Wu had subconsciously refused women. According to Jung, 
this may be due to the negative effect of the mother-complex. To -
live up to his mother's will, Wu1s only goal in the States is 
to finish his doctoral and go back to. see his mother because 
he had promised to do so: 
Right before he had left, she had whispered 
into his ear, her voice trembling as she said, 
'Make sure you come back and see me while I,m 
st i l l alive and well; it doesn't matter when 
three, four years from now, but you1ve got to , 
come back.' 
In each of the letters his mother wrote 
him, she asked when he would get his degree. 
He invariably answered her that he s t i l l had 
just one more year； then he would take the 
money he had saved and drop it into the 
envelop. 47 
During his studies, Wu could only satisfy his mother by sending 
her some money he worked hard to save since that was the only 
contribution he could made. Besides, the l i t t le money was his 
only possession before he got his degree. We never know whether 
the money could satisfy his mother or not. However/ the money 
certainly gave Wu an illusion that he was satisfying his 
mother and carrying out his responsibility as a son. As 
I • 
long as his mother was alive, Wu had a goal in life. It 
seems that his wish to finish his doctorate degree was also 
the act to fulf i l l his mother's wish. Therefore/ he could 
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momentarily forgot the grief of her death and continued to 
struggle for the final examination of the doctoral . The 
commencement, which signified a partial fulfillment of his 
motherrs will, also signified the end of Wu's life which had 
completely lost its goal in life with his mother's death. Wu 
could not tolerate the abandonment of this protective as well as 
terrible ambivalent mother figure. He had long been dependent 
upon i t . The loss had urged him to find a mother substitute. His 
grave need for a mother figure made him notice every woman for 
the first time: 
As if out of nowhere, Wu Hun-hun felt a, 
surge of unidentifiable anxiety. Outside 
the glass, the shadows of people walking 
by jerked in an out of position 1 ike si ides 
on the screen. Legs of mi Iky white, golden 
ye 1 low, and chocolate brown were juxtaposed i 
in his view 1 ike jade columns setting off 
the window. For the first time, Wu began 
to notice how many women's legs appeared, 
through his dusty window； he had never 
dreamed that these round and supple legs 
could come in so many different shades. 
Hurrying their way home, a group of shop 
girls just off work burst into ripples of 
wanton laughter as they passed. Wu Han-
hun felt his ears get red and his temples 
began to throb. 48 
For the first time, Wu noticed the seductive bodies of the women. 
He could not suppress his desire any longer and he recognised the 
se1f-reppression he had been endured all those years： 
Wu jerked himself onto his feet. He had 
lived in this basement apartment for six 
years, as if it was the first time, he 
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began to notice the damp, oppressive air 1 
within. 49 
Therefore, Wu started out to find a woman to substitute the 
mother figure, and there he entered the journey of "darkness". The 
woman substitute led him into nothing but another abandonment 
and disillusionment over of the mother archetype. His search •• 
turned out to be a search into the "darkness", which is also a 
symbolic expression of the mother archetype in the story. 
Wu went into a bar in the city and met a prostitute whose , 
name was Lorna, who approached Wu af ter he had drunk some wine. 
Lorna looked acceptable at first： 
Lorna said and laughed, flashing a row of . 
white teeth. Wu noticed that her front 
teeth were smeared with lipstick. Her ./ 
face was caked with a thick layer of make-
up, her eye 1 ids a si 1very blue, and she 
had teased her bright red hair into a 
flaming bouffant. Lorna's figure was 
ample, her full breasts being harnessed 
underneath a tight peacock blue dress. 50 
Lorna was not ugly at all so Wu somehow accepted her seduction. 
At least, she was good company for him in the dark, strange and 
crowded bar. Besides, she promised to take care of him： 
I 
Peering at him, Lorna leaned over and 
said, 'What's the matter? You don't 
look too good. • 'My head feels funny � 
-"•一 the air in here is too stuffy, ' he 
said, feel ing the blood pound, violently . 
in his temples. Before his eyes, the 
crowd seemed to evaporate into the clouds 
of rosy smoke. 
Lorna tugged at his arm and said in 
a low voice, 'Let's go to my place. I ' l l 
take care of what's ailing you. 51 
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However, when Wu arrived at her place, she turned out to be 
absolutely disgusting and terrible. She was just another symbol 
of the devouring mother, other than Wu1s own mother： 
•Well, I'm so hungry, my mouth is watering.' 
She sat down on the sofa, crossed her legs, 
and began to greedily gnaw upon the chicken “ 
leg. Wu looked on dully as she smacked her .. 
lips with relish, and sucked the grease off 
her fingertips . 
•Don't worry, I ' l l fix you up.' Lorna ‘ 
suddenly grinned at him. 'You know, I can't 
get up enough energy on an empty stomach.' 
Having finished nibbling on the chicken • 
leg, she threw the bones into the ash-tray, 
and walked up to Wu. In no time she had 
unzipped her tight peacock blue dress and 
pulled it off. In the light, Wu realized 
that the skin on the parts of her shoulders 
not covered by her white camisole was 
wrinkled like the scum which floats on the 
top of the curdled milk. She turned around, 
raised her hand to her head, and taking .' 
hold of her crop of fiery red hair, yanked 
the whole thing off. Matted underneath was 
her own sparse, mousy-brown hair. Lorna 
suddenly looked like a fortyish aging 
woman. Her cheeks were bright crimson, her 
eyelids were dark blue, and her teeth 
flashed particularly white as they appeared 
underneath her reddened lips. Wu Han-hun 
suddenly felt the liquor turning in his 
stomach； it seemed his whole head would j 
split open. 52 
The blow for Wu can be imagined since Lorna- was probably the 
first woman with whom he had such a close physical relation. Wu 
felt deceived by her appearance and the real Lorna just made him , 
sick. Other than Wu's own mother and Chen Ying-fen, Lorna was 
just another female figure which led Wu into great 
disappointment. Instead of pleasure and warmth expected from a 
female figure, Wu only got another experience of abandonment 
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of the mother figure. After this encounter with the ugly woman 
figure, which symbolized the terrible mother archetype, Wu Han-
hun came to a total col lapse. The depression of his psyche 
is made visible by the symbolism of this ugly mother archetype. 
We may relate this symbol ism to what Neumann calls the Terrible 
Devouring Mother when he is discussing the symbol ism of a psychic -
depression： 
Often, however, this psychic process also 
becomes visible; that is to say, it appears 
•in the familiar symbolism of the light, the 
sun, the moon, or the hero being swallowed 
up by darkness in the form of night, the 
abyss, hell, monsters. A deep psychological 
analysis then reveals the irruption of an 
archetype, e.g., the Terrible Devouring 
Mother, whose psychic attraction is so great 
because of its energetic charge that the 
charge that the charge of the ego complex, ,: 
unable to withstand it, 'sinks' and is 
•swallowed up'. 53 
In the story, Wu watched Lorna gnawing the chicken greedily. 
That eposide actually foreshadows Wu's being swallowed by the 
terrible mother figure. The ugly appearance of Lorna signified 
the terrible element behind the protective outlook of the 
mother figure. Wu's search for a substitute mother figure led 
him to discover another side of the mother figure, which 
brought about the disillusionment and again the feeling of the 
abandonment. 
Such transformation of the mother figure could actually be 
i 
found in many Chinese myths. The seemingly protective and 
beautiful female figure is transformed into an ugly devouring 
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monster. The manifestation could be very obvious in myths, but 
of course in a realistic story such as "Death in Chicago", we 
could only detect the implication from the most obscure 
manifestations. A very typical example in which such 
transformation is very obvious is the Chinese Tale of the White 
Serpent ^ , in which a huge white snake transforms into -
a very beautiful woman and meets the hero. And when the hero 
discovers the real ugly and terrible figure covered by the 
seemingly beautiful appearance, he is frightened to death. The 
transformation and its effect on the hero is usually interpreted 
as the hero undergoing the castration by the serpent, which 
54 
represents the mother figure. 
Here, in Pai's story, the castration motif is also very 
obvious and it corresponds to the motif of the terrible mother 
figure. Wu was frightened by Lorna's transformation and the 
experience had led to Wu's self-castration, which is symbolised 
by his suicide. This reminds us of Jung' s analysis the mother's 
effect on the son： 
The effects of a mother-complex on the son 
may be seen in the ideology of the Cybele 
and Attis type： se1f-castration, madness , 
and early death. 55 
1 
Neumann also mentions man's fear of the mother is reflected by 
his fear of castration: 
The two forms of incest. . .were essentially . 
passive： uroboric incest, in which the 
germinal ego was extinguished, and matriarchal 
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incest, in which the son was seduced by the 
mother and the incest ended in matriarchal 
castration. But what distinguishes the hero 
is an active incest, the deliberate, conscious 
exposure of himself to the dangerous influence 
of the female, and the overcoming of man's 
immemorial fear of woman. To overcome fear 
of castration is to overcome fear of the mother's 
power which for man, is associated with the 
danger of castration. 56 
Literally in the story, Wu actually sinks himself in a lake. 
Lakes, oceans or water are also obvious symbols of the mother 
archetype, as mentioned by Jung. For this symbolism, we can also � 
find lots of examples in myths. Ancient rites and mythologies 
show that: 
the ocean is experienced archetypally not 
only as a mother but also as the devouring 
primeval water who takes her children back ,.• 
into herself. 57 ： 
Therefore, the ending of the story not only symbolised Wu's being 
devoured by the terrible mother, it could also be interpreted as 
a return to the mother archetype which does not connote terrible 
or good quality, but just the quality of an encompassing mother 
which is the origin of mankind. From various myths, we see that ’ ., 
the vessel symbol, which is the central symbol of the feminine, • j 
is closely connected with water： 
i 
The natural elements that are essentially 
connected with vessel symbol ism include both . 
earth and water. This containing water is 
the primordial womb of life, from which in 
innumerable myths life is born. It is . 
water 'below', the water of the depths, 
ground water and ocean, lake and pond. 58 
60 
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In the story, we see clearly Wu's compelling desire to return to 
his dead mother, which symbolised the mother archetype in 
general . It seems that this original mother archetype could 
never have been found among the material life of Chicago. Nor 
could Wu find a mother substitute from any other woman. Therefore, 
after leaving Lorna, his thought went back to his dead mother: -
The ghostly towers of Chicago, the snake-
1 ike dancers in the Red Magnolia, the 
wrinkles on Lorna's back ——in an instant 
he saw once more his mother's body. The 
corner of her mouth twitching violently, 
she was calling out to him, 'You must 
come back,' you must come back. ' Wu buried 
his head in the crook of his bent arms and 
extended them forward. He wouldn't go back. 
He was too weary； he would find a place to , 
hide himself and shut his eyes, forgetting 
the entire past, the present, the future — 
he would continue his deep s 1 umber. On the 1 
entire surface of the earth there was not a 
single spot he could call his own. 59 
Therefore, Wu was taken back to his mother in the waters, the 
symbol of the archetypal mother. Wu was well aware of the 
mysterious power of the water. He felt both perplexed and amazed 
by the energy of the water: 
Wu walked towards this point； the expanse 
of murky water stretching before him dark 
and inpenetrable, blended into the endless 
space of the night. Great waves rose and 
broke, dashing firmly and somberly upon " 
the embarkment. Lying thick and heavy 
around him, the darkness reached out 
mil lions of soft sticky tentacles, which 
grasped and enfolded him from all directions. 
Step by step, Wu moved himself forward into . . 
the web of darkness. The air carried with 
it a fishy smell which brushed against his 
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face and mixed with the traces of liquor and 
Lorna's perfume, and made him want to retch. 
His heart was pounding violently, beat after 
beat, in accord with the waves of the lake. 60 
Wu was attracted as well as terrified by the powerful and 
energetic movement of the water. He felt embraced by the 
darkness and his heart-beat followed the rhythm of the water,.. 
which symbolised, the mother archetype and suggested its 
life-giving power. He had to go back into the water in search 
for a rebirth. As suggested by Neumann, the life-giving power of 
the water symbol is seen in many mythologies. After analysing 
many myths, he writes： ‘ 
The uroboric, male-female anonymity of 
the beginning is best expressed by the 
mythology of Hermopol is, whose eight 
original gods ——Nun and Naunet, Huh .-
and Hauhet, Kuk and Kauket, Amun and 
Amaunet — symbolized the primordial 
water, spatial infinity, the darkness 
before the creation of the heavenly 
bodies, and impenetrable mystery. The 
primordial ocean is a uroboric snake 
encompassing the earth that is born of 
it, and at the end of the world taking 
everything born of it back into its . 
primordial waters. 61 
The fact that Wu was enveloped by the darkness of the night might 
be interpreted as the darkness before his rebirth. Or, it may 
well be another symbol of the mother archetype： � 
But the night, like an old man on the 
verge of death, his two arms withered 
and thin, was sti l l greedily clutching 
the bosom of the earth, refusing to 
let loose. 62 
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Darkness has always been connected with the unconscious, which is 
also closely related to the mother archetype. The relationship 
between unconscious, darkness and the mother archetype 
is also i1luminated, by Neumann. He says : 
Whether, as in count less myths, the source 
of all life is the primordial ocean or .-
whether it is earth or heaven； these sources 
have one thing in common： darkness . . . 
It is this common factor, the darkness of 
the primordial night as the symbol of the 
unconscious, which accounts for the identity 
of night sky, earth, underworld, and the 
primeval water that preceded the light. 
For the unconscious is the mother of all 
things, and all things that stand in the 
light of consciousness are childlike in 
relation to the darkness ——as is con-
sciousness ,which is also a chiId of these 
primordial depths. 63 , 
Wu1s nostalgic search may be a search into the unconscious. He 
is nostalgic not only of his country and his mother, he is also 
nostalgic of the abstract reign of the mother archetype which is 
symbolised by his own mother and his home country1. Wu was 
actually involved in the unconscious search for a primordial 
figure. Such a search into the unconscious itself can also be 
viewed as a search for a mother archetype as Neumann mentioned 
above. But the final expression of such q search could be suicide, 
a failure of the ego's consciousness in the battle with the 
unconscious, as illustrated in the story. There is a certain 
hypothetical battle in man's psyche： 
There is something . • . which seeks out 
and responds to the violence and dread of 
the daemonic unconscious forces. Something 
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i n hi in shouts out the devils laughter as 
the ship is battered and broken by the 
at tackirig sea . Tlie renegade in tlie psyche 
is archaic cind nihilistic, seeking violence 
involuntarily, as an insecure ruler seeks 
war . Me ii of i ns iglit can perceive the 
presence of 匕his renegade voice in their 
own make-up . 64 
In many myths. the rnoIi f to struggle with the terrible forces of 
the unconscious, manifested as the terrible mother are very 
obvious, such as the struggle with the serpent in many Chinese as 
well as the Western myths and 1i teratare . Psychologists explain 
that a barrier is built between the conscious and the unconscious 
of the human psyche. Unacceptable impulses, which are denied by 
the outer world are suppressed and brought under control, 
repressed into the unconscious. The consciousness of the human 
psyche is not disturbed by such forces until the suppressed 
energies become too over laden. Then, they will errupt into 
consciousness and become destructive to the conscious ego. But 
the resistance of the ego consciousness may forcefully to 
fight back the repressed elements. At this stage, the 
unconscious will influence the conscious personality and the 
conscious energy will gradually be sucked away, causing the 
individual to fee 1 inert . The individual may then give up the 
attempt to struggle and just drift along with the current. The 
consciousness v/i11 then be endangered as the individual's desire 
to be subdued by the destructive forces in the unconscious. 
Reading in this context, we can see the hero, Wu, having been 
terrified by the destructive elements of the mother figure, 
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which can be a representative of the unconscious, was actually on 
the verge to choose between consciousness and unconsciousness. 
There were two choices in front of him： whether to stand by his 
own and face the reality or to be dependent on his mother figure 
and go into the darkness： 
Winding between the towering buildings, 
along the iron fences, through the woods 
to a stretch breath, he discovered he was 
standing at the breakwater of Lake Michigan. 65 
The hero's struggle stopped when Wu drowned and buried himself in 
the darkness of the water. Wu's journey into the darkness, which 
symbolised the alliance with the mother archetype is illustrated 
by the numerous images arid symbols of "darknes" in the story. 
The black colour is very dominating in the story. The dark 
- j 
basement where Wu lived created the prevailing gloomy atmosphere. j 
It was a dark abyss without light, covered by the snow. But it 
was also a cellar in which Wu felt completely safe and he was 
reluctant to move out ： 
i i, 
Hearing nothing, he felt that his 
underground room had separated from the ,丨 
world. In winter it was much better, 
for when the big snows came, the drifts 
on the sidewalk would pile up several “ 
feet high, sealing in the windows. 丨' 
Hiding beneath the mounds of snow was 
like being an Eskimo, and he felt very 
secure . 66 
Wu's wierd feeling of security of being 'buried' again reminded 
us of the line in The Waste Land which Pai quoted, 
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Winter kept us warm covering 
Earth in forgetful snow. . . •• 
But with Wu1s mother's death, the security feeling 
immediately disappeared. Wu had to face the loss of protection, 
1 ike the melting of the snow which covered his basement. His 
future was then blurred and was unclear, as he had not any 
objective in life： 
Out in the street, the snow was 
beginning to melt, and the water 
came drip-dropping down onto his 
window, spattering the pane with 
mud. 67 
Not only did Wu himself live in the darkness, he was always 
surrounded by darkness even when he went outside his own 
basement： 
In the summertime, when the sun went 
down, the neighbourhood Blacks and 
Puerto Ricans would gather on the 
stone steps of their buildings to 
escape the heat. 60 
Other imageries or symbols of darkness greatly enhance the 
overall atmosphere of the story, making it gloomy and horrible. 
The story started with a few words of Wu1s resume. Pai used 
a very disgusting image to describe what the resume appeared 
to be ： 
Suddenly those twenty-odd black characters 
began to creep a long the page like an army 
of black ants transporting the hulks of 
6 6 
dead insects. 69 
Even in Wu•s commencement, a feeling of suppression was created. 
Not a l i t t le sense of satisfaction or happiness is felt by Wu： 
For three hours on the university field, 
he had worn a black robe and cumbersome 
mortarboard, which had pressed down 
heavily on the top of his head. 70 
After the commencement, Wu tried to get away from his dark 
basement because he found it almost impossible to breathe inside 
the cellar. However, he rushed into another sphere of 
suffocating darkness in the city: 
At dark, Chicago in June was 1 ike a 
piece of steak just forked off the 
grill, golden brown, dripping with 
juice and filling the air with the 
smell of succulent meat. A purplish 
smog had sett led on the darkened 
buildings and there was no sign of 
a breeze. People out on the town are 
displaying all the colors of the 
rainbow, the air was so dirty and 
black, that from a distance their 
bodies appeared to be covered by a 
thin layer of soot. 71 
Then, Wu went into a bar. The dark bar in which he entered was 
just another abyss of darkness as the cellar Wu lived, both were 
in the basement. Despite the colourful out look of the bar, it 
was in fact a dark he 11 underneath： 
Wu Han-hun walked up to the entrance 
of the Red Magnolia, where the sound 
of applause came rippling forth. The 
scarlet doors of the bar were decorated 
with French engraving and the neon light 
above the frame unfurled in the shape of 
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a vine bearing clusters of glistening 
purple grapes, these hanging down over 
the heads of the incoming customers. 
Wu pushed open the red doors and walked 
in. Descending the stairs to the 
basement room, he felt as if he had 
stepped into one of Hoffmann's Tales. 72 
Again, the colour black was still the dominating colour in the 
bar ： 
Opposite the bar a small stage had 
been constructed on which an enormous 
black woman was standing, stretching 
forth her thick, fleshy arms. Her 
mouth was opened widely into a black 
cavern from which white teeth sparkled 
in the darkness, and was effusing a 
great flow of melancholy, a song filled 
with the essence of what is most primitive 
and wild. 73 
The black female singer was described as "enormous", "stretching 
forth her thick, fleshy arms". This gave us a feeling that she 
was full of energy and the gesture seemed to imply that she 
wanted to embrace everything in her strong and powerful arm, 
another symbol of the mother figure. However, her wide-opened 
mouth foreshadowed a devouring nature of the mother figure which 
would lead Wu into the dark abyss. This figure, full of 
primitive and wild energies, was as striking as Lorna. In the 
bar, even the dancer was dressed in black: 
Except for the white silk tie which 
flipped around her chest, she was dressed 
all in black, and looked like a short, 
withered old man. 74 
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Wu didn't seem to enjoy his stay inside the dark bar and tried to 
seek comfort from Lorna. However, the experience with this 
terrible devouring mother figure only gave him a fatal blow. 
After he left Lorna1s place, the darkness was much intensified. 
The who1e world had become a dark world for him. The streets, 
the sky and the lake were extremely dark. Standing beside Lake 
Michigan, Wu was surrounded by complete darkness： 
Wu walked towards this point; the expanse 
of murky water stretching be fore him dark 
and inpenetrable, blended into the endless 
space of the night. Great waves rose and 
broke, dashing firmly and somberly upon 
the embankment. Lying thick and heavy 
around him, the darkness reached out 
millions of soft sticky tentacles, which 
grasped and enfolded him from all directions. 
Step by step, Wu moved himself forward into 
the web of darkness. 75 
Wu not only felt by heart the calling of the dark night and he 
was willing to be covered and protected by the darkness. 
Finally, he drowned himself in Lake Michigan. By drowning himself 
into the darkness and the water, which symbolised the archetypal 
mother, Wu fulfilled his promise to go back to his real mother, 
another obvious symbol of the mother archetype. This satisfied 
his desire to go back into the womb of the Great Mother. 
When Pai was describing the two female figures, Lorna and 
the black singer, both representing the devouring mother 
archetype, there is one common symbol which may not be so obvious 
as a manifestation of the mother archetype to ordinary readers, 
but is nevertheless very interesting and deserve further 
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investigation. While the hero, Wu in the story first saw these 
two women, he was attracted by their teeth： 
Her mouth was opened widely into a black 
cavern from which white teeth sparkled 
in the darkness, and was effusing a great 
flow of melancholy, a song filled with the 
essence of what is most primitive and wild. 
Lorna said and laughed, flashing a row 
of white teeth. Wu noticed that her front 
teeth were smeared with lipstick. 76 
Is this similar emphasis on the 'teeth' of the female figures a 
mere coincidence? Or, could we somehow relate it to the 
interpretation of the mother figure in the story? The 
descriptions of 'teeth' could actually be found in many myths or 
folklores which express ion the primitive's concept ion of the 
mother figure. In his article, "A Study of the Flood Myth of the 
77 * 
Yao People： A Comparative Approach," Dr. Chan Ping-leung has 
analysed the symbol of teeth in the flood myths in China. His 
ana lysis is very helpful in understanding this particular symbol 
in "Death in Chicago". 
With an example of the flood myth in ancient China, Chan 
analyses some of the important symbols in the myth. I will 
shortly summerize the myth here； as for the original, readers 
can consult Yuan Ke's book on Chinese myth or Chan's article: 
One day a family was threatened by the 
heavy rain and thunder. It seemed that 
the God of thunder was irritated. The 
man in the family put a cage outside his 
house and waited for the 1 igteriing with 
a fork in his hand. He managed to capture 
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the God of thunder in the cage. He asked 
his children, a son and a girl , to guard 
the God of thunder and not to give him 
any water. But the girl gave the God 
some water out of sympathy and the God 
escaped. The God picked a tooth from 
his mouth and ask the children to grow 
it so they could hide themselves in the 
grown seed. The seed grew into a gigantic 
me 1on with thousands of teeth inside it . 
The children picked out all the teeth and 
found that the me Ion could accomodate them. 
Later, when the flood came, the children 
hid inside the melon. They were the only 
survivors in the flood. They got married 
and became the ancestors of the mankind. 78 
Chan believes that the picking out of the teeth-like seeds inside 
the me 1 on is similar to a sexual initiation. The seeds represent 
the primitive's fear of the 1 vagina dentata' . Various myths 
talk about the necessity of the hero to destroy or pick out the 
teeth inside the female's vagina before they could have- sex. 
Chan believes such myths reflect the primitive youth's fear of 
sex. Therefore, there were rites of 'artificial deflorat ion'. 
The virgin's first night had to be given to an elder or a cleric 
in society. Since sex caused the loss of energy in men, 
primitives had two different views on women； they were both life-
giving and destructive. Such concept ion led them to imagine that 
there were teeth inside women1s vaginas. The rites performed by 
certain religious personages, like 'vagina dentata' and 'jus 
primae noct is1 , helped ordinary men to conquer the fear of sex. 
The 1 vagina dentata' devoured a man as well as gave him a kind 





From Chan's observation, we get some symbolic meaning of 
the teeth in Pai's story. It seems that the description of the 
teeth of the two female characters is not a mere coincidence. The 
symbol in fact enhances our interpretation of the mother 
archetype in the story. It signifies the hero's fear of the 
other sex. In Neumann's terms, he was frightened to confront the 
anima. The teeth represent the devouring mother figure Wu was 
searching for. As mentioned before, the failure to confront the 
terrible mother figure, the dark unconscious, results in the 
hero's suicide. Borrowing the implication of the ancient myths, 
we find that the hero was unable to 'pick the teeth' and conquer 
the female. Instead Wu was devoured by the teeth, somehow like 




AN ARCHETYPAL ANALYSIS OF A PASSAGE TO INDIA 
WITH A BRIEF COMPARISON WITH "DEATH IN CHICAGO" 
In Chapter Three. we have looked closely at a short story 
of the contemporary Chinese writer Pai Hsien-yung. In this 
chapter, I would like to examine a work of a twentieth century 
English writer, E. M. Forster, who had a very long literary 
career. The book under examination is A Passage to India, 
1 一 
published in 1924. I choose this particular book because 
it is full of var ious symbols of the mother archetype. In this 
chapter . a cotupcir ison of the two works, "Death in Chicago" and A 
Passage to India, will follow a close analysis of the latter. 
However, it should be stated clearly here that the 
study only attempts to show the similarities and differences of 
the manifestations of the mother archetype, which could he 1p 
to illustrate tlie unconscious quest taken by the two heroes in 
the stories. It is hoped tliat. the study may enhance the 
understanding of both stories. The study does not attempt to 
examine the correlation of the authors' biographies to the 
express ion of the mother archetype in their works. Nor does it 
try to compare the two writers' consciousness as shown in their 
creations because such a comparison would involve a 
di sproport ionate amount of research in the differences and 
similarities in their social, philosophical, psychological , 
esthet.ica 1 backgrounds of 匕heir literary lifes, a task which is 
73 
beyond the scope of this thesis. As mentioned in Chapter Two, 
the choice of one Chinese work and one Western work is made to 
illustrate the universality of the application of the theory 
examined in this thesis, showing the common heritage of the 
mother archetype in man's consciousness, as manifested in 
1iterature. 
A Passage to India is a long work of fiction narrating 
a rather complicated story which involves more characters and a 
lot more details than "Death in Chicago". Therefore, I will 
describe the main plot of the story by a brief summary here. 
The novel is divided into three parts： I. Mosque； II. 
Caves； III Tempie. The story happened in the city of Chandrapore 
in India while India was sti l l a colony ruled by the British 
Government. The City Magistrate, Ronny Heaslop, was visited by 
his mother, Mrs. Moore, and his girlfriend, Miss Adela Quested. 
Adela came a long way from London to see Ronny at his work in the 
foreign country before she decided to marry him. During her 
visit to a Mosque in Chandrapore, Mrs Moore met a local doctor, 
Mr. Aziz, a widower with two sons and a girl , just 1 ike herself. 
They immediately became friends since they 1 iked each other. 
Miss Quested wanted to meet the real Indians and learn about 
their lives. Therefore, when she knew that the Schoolmaster 
of the Government School , Mr. Fielding, was going to organise a 
tea party for Mrs. Moore and herself, she took the chance to 
suggest that Aziz to be invited as we 11. It was because she 
would 1 ike to meet this Indian friend of Mrs. Moore, whom she 
respected a lot. In the tea party, the two women, Mr. Fielding, 
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Aziz, and another old Indian, Mr. Narayan Godbo1e, enjoyed 
themselves a lot and Aziz suggested a picnic to the Marabar Hills, 
a mysterious place famous for its caves which had fascinated many 
Indians. In the middle of the tea party, Ronny arrived and was 
angry to see Ade1 a smoking with two Indians. He took the women 
away in a bad-temper. Ade1a almost decided not to marry Ronny 
because of that but an accident happened in the road on their 
way home and Ade1 a was moved by the care and affect ion Ronny 
showed. Therefore, she decided to marry Ronny and Mrs. Moore was 
very happy about that and thought her duty had been completed. 
Aziz was sick after the tea party and he wanted to escape 
from his promise about the Marabar picnic. Fielding went to 
visit him and Aziz showed him the picture of his dead wife whom 
he loved and missed very much. Fielding treated Aziz as his 
good friend. When Aziz recovered, he heard that Miss Quested 
mentioned the promised picnic and implied that Aziz did not 
keep his promise. Therefore, he decided to organise the picnic 
though it would cost him a lot of rupees. 
The picnic finally took place after some delay since all 
parties were not very enthusiastic, but Aziz managed to make it 
happen. Aziz, Miss Quested, Mrs. Moore, together with a contigent 
of servants and guides set off early in a train but Mr. Fielding 
and Godbo1e were left behind because they missed the train due to 
Godbole's long prayer. Aziz and the two women arrived at the 
Caves but Mrs. Moore decided not to go further after visiting one 
of them because she was horrified by the echo and the crowdedness 
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inside the caves. She asked Aziz to take Miss Quested to see 
the other caves and they went with a guide. During her visit 
in the caves, Adela was thinking about her marriage. She asked 
Aziz a few quest ions about his marriage but Aziz was not quite 
happy about this. Adela suddenly realized that she did not 
love Ronny. Aziz went into a different cave and when he came 
back, he only saw the guide and could not find Adela. Then he 
saw that Adela was talking to a lady down the hi 11 and they drove 
away afterwards. He was relieved to see Adela safe and he 
started back towards his camp. Then he saw Adela's broken sun-
glasses lying at the verge of a cage. He picked them up ’ put 
them into his pocket and went back to the camp. In the camping 
place, Aziz saw Fielding, who was driven there by Miss Derek, 
another English lady, who was also interested in joining 
their picnic. However, a moment later, a servant informed them 
that Miss Derek and Miss Quested had driven away and Fielding was 
very suspicious. 
After the picnic, they took the train back to the city. 
However, in the train, an inspector, who refused to give the 
reason, arrested Aziz, who tried to escape in fear. Later, Mr. 
Fielding was told that Aziz was suspected to have insulted Adela 
inside the cave. Fielding strongly believed that Aziz was 
innocent and thought that Adela was under some hideous delusion. 
Adela fell ill after the incident. When she got better and went 
to see Mrs. Moore, she found that Mrs. Moore had turned into a 
very irritable person and refused to help her. Mrs. Moore 
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refused to go to court despite Ronny's request and Ade1 a began to 
suspect that she had herself made a mistake about Aziz. Ade1 a 
had been suffering from the echo since the incident and she 
could not remember it c1 early. Mrs Moore decided to go back to 
England by boat. 
When the case was tried in the court, the Indian people 
were on Aziz's side. They believed that Mrs. Moore would have 
proved Aziz's innocence so they asked for Mrs. Moore. As the 
prosecutor, Mr. McBryde was questioning Adela, she suddenly 
admitted that she had made a mistake and Aziz did not follow her 
into the cave. This caused an uproar in the court and all the 
English people turned the ir backs against Adela. Fielding let 
Ade1 a stay at the Government School because there might be a riot 
in the street. There, Ronny brought them the news that Mrs. 
Moore had died on her trip back to England. Because of the 
the court incident, Adela owed Aziz a compensation of twenty 
thousand rupees. Knowing that this could be a difficulty for 
Adela, Fielding asked Aziz to treat Adela well. Aziz respected 
Mrs. Moore a lot so he would 1 ike to ask for her advice, without 
knowing about her death. When he heard the news, he was very 
sad and decided to ask Adela for only the cost of the case, 
forgetting about the compensation. Aziz did this for the sake of 
Mrs. Moore. Ronny finally broke up the engagement with Adela, 
who soon afterwards went back to Engl and. 
Two years later, Aziz was working in Mau. Fielding had 
also gone back to England. He had written a lot of letters to 
Aziz but Aziz did not reply because he thought that Fielding 
had married his enemy. Miss Quested. Aziz had refused to be 
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friends with the English since the incident. But Fielding came 
back to India and visited Aziz. Only then Aziz found that 
Fielding had married the daughter of Mrs. Moore, Stella, and 
the coup 1e had come to India with Mrs. Moore's other son, Ralph 
as well. At the end of the story, Aziz and Fielding were friends 
again, though not in the same way as before. 
As mentioned be fore, there are several important 
characters in A Passage to India which have led to controversy 
over which one should be considered the hero in the novel . In 
this paper, I would take Aziz as the hero and try to examine 
his relationship with the mother archetype as manifested in 
the novel. Whereas critics such as V. A. Shahane might think 
that Aziz is not qualified to be a hero and "that Forster should 
2 
have given us a weightier Aziz," some others might think that 
Miss Quested, a heroine bearing the very suggest ive name that 
she was symbolic of an archetypal "quest" motif, should be the 
real hero in the story. She was the one going through an 
archetypal "journey", the metaphorical journey to India. I 
believe that both have the same importance in the novel while 
neither actually is weighter than the other. My reason to focus 
on the ana lysis of Aziz is for the sake of consistency in this 
thesis, since in Chapter Three, I have analysed the relationship 
of the mother archetype in a male hero in "Death in Chicago". The 
basis of analysis is the effects of the female figures on the 
masculinity of the male hero's consciousness, as reflected by the 
various manifestations of the mother archetype in both stories. 
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For the sake of consistency and comparability between the two 
stories, I choose to focus on the male hero in A Passage to 
India• Of course, the analysis could be shifted to a totally 
different aspect of the mother archetype if studied from the 
feminine consciousness of the female hero, which is not the focus 
of this thesis. 
Wilfred Stone, in his famous book, The Cave and the 
Mountain made the following observation about A Passage to 
Ind i a： 
Circles, containers, hollows, and 
swellings are, with Forster, basic 
symbols. His fiction is thick with 
dells, grottoes, hoi low tress, rings, 
pools, rooms, houses, and in this 
last and greatest novel, with caves. 
. . . Throughout his work, these 
feminine images operate in double 
roles -- as prisons and as paradises, 
as dread enclosing coils and as 
cradles of an ideal , harmonious 
peace； they are obviously basic to 
Forster's fictive imagination . 3 
Such symbols as introduced by Wilfred Stone, which are numerous in 
the book, are all symbols related to the mother archetype. But 
among these rather implicit symbols, a very explicit one is the 
figure of Mrs. Moore, the old woman whom was directly referred to 
as a goddess from time to time in the story. By analysing the 
development of this character and her relationship with Aziz, we 
are able to discover the manifestation of the mother archetype 
in the nove1. 
When Aziz first met Mrs. Moore, she was seen under the 
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moonlight. And later in the story, Mrs. Moore was sometimes 
described together with the moon. From the extensive work of 
Neumann and Robert Briffault, we know that the moon is also an 
archetypal symbol of fertility which is very significant for the 
archetypal Feminine . 
Bearing similar magnitudes of the archetypal mother, the 
moon signifies fertility as well as certain dangerous qualities, 
just as the good-evil mother. Briffault points out the 
ambivalent nature of the moon archetype： 
The ma 1eficent or, more properly 
speaking, the dangerous and dreaded 
character which is ascribed to women 
extends, in the concept ions of 
uncultured peoples, to that celestial 
body which is everywhere intimately 
associated with women, namely, the 
moon. The tabu with which the 
menstruating woman is invested attaches 
to the cause of menstruation also. 
In several of the myths to which 
reference has just been made, and 
which describe how the first woman 
introduced death and woe into the 
world, the First Woman and the Moon 
are one and the same person. Thus 
the First Woman of the traditions 
of the North American Indians, or 
Aataentisic, whom Father Lafitau 
compares to Eve, is no other than 
the moon. She is the cause of 
death and of all evil. 4 
The first time when Aziz met Mrs. Moore, she was in the mosque, 
trying to "catch the moon", a desire expressed in her 
conversation with Adela: 
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1 Did you succeed in catching the moon in 
the Ganges?'[asked Adela.] 
The two ladies had happened, the night 
be fore. to see the moon's reflection in 
a distant channel of the stream. The 
water had drawn it out, so that it had 
seemed larger than the real moon, and 
brighter, which had pleased them. 
•I went to the mosque, but I did not 
catch the moon.' 
'The angle would have altered - she 
rises later .' 
'Later and later, ' yawned Mrs. Moore, 
who was tired after her walk. 'Let me 
think ——we don't see the other side of 
the moon out here, no. 1 5 
Mrs. Moore was attracted by the moon, which implies a certain 
mysterious and spiritual kinship between the two： 
She watched the moon . . . A Sudden 
sense of unity, of kinship with the 
heavenly bodies, passed into the old 
woman. . . 6 
When Aziz first met Mrs. Moore, she was 1 ike a ghost 
stepping out into the moonlight: 
He repeated the phrase with tears in 
his eyes, and as he did so one of the 
pillars of the rnosque seemed to quiver. 
It swayed in the gloom and detached 
itself. Belief in ghosts ran in his 
blood, but he sat firm. Another pillar 
moved, a third, and then an Englishwoman 
stepped out into the moonlight. Suddenly 
he was furiously angry and shouted： 
'Madam! Madam! Madam!• 7 
In her first appearance, Mrs. Moore was compared to a ghost. 
It was also difficult for Aziz to see her clearly, which 
increases the mystery of her character： 
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She was now in the shadow of the gateway, 
so that he could not see her face, but she 
saw his, and she said with a change of voice： 
'Mrs . Moore . ' 8 
Ever since his first encounter with Mrs. Moore, Aziz felt a 
mysterious feeling of comfort. But at the same time, there was 
actually a hidden danger behind the female character, which was 
an ambivalent character of both good and evil, as mentioned 
before in the former chapters. In their first conversation, Aziz 
warned Mrs. Moore of the snakes in the city, which was ironic 
because he himself should be careful with snakes, which were the 
most obvious symbol of evil: 
1 I think you ought not to walk at night 
a 1 one , Mrs . Moore . There are bad 
characters about and leopards may come 
across from the Marabar Hills. Snakes 
also.' 
She exclaimed; she had forgotten the 
snakes . 
'For example, a six-spot beetle,' he 
continued. 'You pick it up, it bites, 
you die . 
'But you walk about yourself.' 
'0h, I am used to it .1 
'Used to snakes?' 
They both laughed. 'I'm a doctor, ' he 
said. 'Snakes don't dare bite me . ' 9 
In the Western world, man's fall was considered to be caused by 
the serpent. In fact, the serpent had a profound influence on 
the thoughts and literature of mankind as a whole since the 
beginning of time. The serpent is not only linked with the fall 
or death of man, it is also linked to the resurrect ion and life 
of man, which seems ambivalent but also consistent with the 
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female figure. Briffault has done research on many tribes and 
found similar stories about serpents, which can enhance our 
understanding of its embodiment of both good and evil, a 
significant feature of the mother archetype. The resurrection 
theme is derived from the yearly sloughing of the serpent： 
Among the tribes of central California 
it is said that death was introduced among 
men owing to the machinations of the lizards, 
who obtained for themselves the faculty of 
changing their skin； previously men did not 
die, but merely changed, or m o u l t e d . . . . 
The ancient Mexicans also had a god, called 
Xipe Totec, originally a moon-god, but 
regarded later as a god of vegetation, who 
regularly renewed his youth by putting on a 
new skin. • . The same notion is entertained 
by the Arawak tribes of the Orinoco. They 
relate a story, among others, of a boy who 
had the misfortune, or rather the good 
fortune, of being swallowed by a serpent. 
He managed to pass through the body of the 
monster, and when he returned safe and sound 
to his friends, they exclaimed at his improved 
appearance, for he had changed his skin, and 
had now a beautifully mottled skin like a 
serpent's. 10 
The fact that I emphasize the moon and the snake mentioned in 
Aziz's first encounter with Mrs. Moore is not without reason. 
The moon and the serpent are two very traditional symbols 
signifying the good terrible feature of the mother archetype. As 
shown in Briffault's myth examples, the hero being swallowed by 
the serpent can be said to have both a "misfortune" and "good ； 
fortune" at the same time because he achieved a resurrection 
through death by being swallowed by the serpent. In A 
Passage t^ . India, the moon and the serpent together foreshadow 
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the good and bad qualities of Mrs. Moore. Briffault also 
related the serpent with the moon in his analysis of myths: 
The serpent and the moon are the same 
manner interchangeable in the similar 
beliefs and myths of the peoples of 
Melanesia, Australia, Indonesia and 
Asia, Africa and America. The asso-
ciation between the moon and the serpent 
is thus clearly founded upon the possession 
by both of the gift of immortality through 
perpetual renewal, and the serpent is 
accordingly regarded as a form or 
personification of the moon. 11 
Mrs. Moore, as a personi ficat ion of the moon and the serpent in 
Forster's fiction, is very obviously depicted in the following 
description. Mrs. Moore felt a kinship with the moon which she 
herself did not understand or explain: 
Mrs. Moore, whom the club had stupefied, 
woke up outside. She watched the moon, 
whose radiance stained with primrose the 
purple of the surrounding sky. In England 
the moon had seemed dead and alien； here 
she was caught in the shawl of night 
together with earth and all the other 
stars. A sudden sense of unity, of 
kinship with the heavenly bodies, passed 
into the old woman and out, like water 
through a tank, leaving a strange fresh-
ness behind. 12 
Mrs. Moore was described here as unified with the "heavenly 
bodies". She was tied together with the earth and stars and it 
seems that she had become an entity and part of the universe. 
The moon, together with the stars and earth, formed the great 
round. Mrs. Moore had the desire to unite with the "heavenly 
bodies", from which she came from： 
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As soon as she landed in India it seemed 
to her good, and when she saw the water 
flowing through the mosque tank, or the 
Ganges, or the moon, caught in the shawl 
of night with all the other stars, it 
seemed a beautiful goal and an easy one. 
To be one with the universe！ 13 
Mrs. Moore felt the strength passing through her like 
water. As mentioned before in Chapter Three, water is another 
obvious symbol of life—giving forces. Wilfred Stone also 
noticed the frequent mention of water in Forster's novel . He 
says ： 
Water, the source and sustainer of 
a 11 life, rises to the heavens, falls 
upon the earth, and enters the bodies 
of men, of animals, .and of plants, all 
of which are ultimately one inter-
penetrating environment. Water also 
symbolizes blood and milk, the basic 
sustaining and nourishing fluids of life. 14 
When Mrs. Moore decided to go back to England, she chose to go 
back on a boat. But all the boats were full so she was helped by 
the wife of the Lieutenant-Governor to gain a passage by ship. 
On her way back, she saw the moon again: 
As she left Chandrapore, the moon, full 
again, shone over the Ganges and touched . 
the shrinking channels into threads of 




On her trip back to England, Mrs. Moore died. And she finally 
descended into the water, merged again with nature, where 
she originally, came from： 
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Dead she was — committed to the deep 
while st i l l on the southward track, 
• . . she was further in the tropics 
than ever achieved while on shore, 
when the sun touched her for the last 
time and her body was lowered into 
yet another India ——the Indian Ocean. 16 
Since Aziz met Mrs. Moore, he felt akin to her and he was 
COmpeUed t 0 be of service to her. In the mosque, he asked, 
"Oh, can I do you some service now or at any time?" Since then, 
he f e U h i S to make this woman happy. Aziz felt the 
unexplanable kinship between himself and Mrs. Moore and more than 
°nCe i n t h e f l c t i o n ' he c a l l e d Moore an Indian, implying that 
there was a mysterious blood relationship linking them together. 
Of course this mysterious blood relationship could only be 
explained by his unconscious apprehension. In fact, it was the 
m° t h e r f i g U r e t h a t he — 比 Mrs. Moore which made him feel- that 
She WaS a l S ° an I n d i a n . He — attracted to the mother qualities 
of Mrs. Moore, who is the embodiment of the archetypal mother. 
I n t h e i r f i r S t enCOUnter, Aziz said that Mrs. Moore was an 
0 r i e n t a l , l i k e h i m s e l f . It was because he found that they had 
similar attitude towards people： 
U n ^ r s t a n d me' You know what others 
ree^. Oh, if others resembled you,' 
Rather surprised, she replied-
I fon,t think I understand people very 
yell: I only know whether I like or 
dislike them.• 
•Then you are an Oriental . ' 17 
And, in their second meeting, Aziz even said that : 
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. . . Mrs Moore, you are an India； 
I am not joking. 18 
As sa id before, Aziz, without any good reasons, felt the urge 
to serve Mrs. Moore. Therefore, when Mrs. Moore accepted his 
invitation to the Marabar Caves, he was extremely happy. When he 
saw Mrs Moore in the train station: 
He felt insecure and a 1 so unreal . A 
car drove up, and he hoped Fielding 
would get out of it, to lend him 
solidity. But it contained Mrs Moore, 
Miss Quested, and their Goanese servant. 
He rushed to meet them, suddenly happy. 
'But you've come after all. Oh, how 
very very kind of you! • he cried. 
'This is the happiest moment in all 
my life. ' 19 
To say that the moment was his happiest moment in his life 
seemed to be too much exaggerated if the compliment was only 
delivered out of courtesy. The hero obviously did not say so 
because of courtesy but right from his heart. It was because he 
was satisfied when he could satisfy Mrs. Moore and made her 
happy. He was loyal to this mother archetype； so loyal that he 
was willing to die for her: 
'We shall be all Moslems together now, 
as you promised.' 
She was perfect as a 1ways, his dear 
Mrs. Moore. All the love for her he 
had felt at the mosque welled up 
again, the fresher for forgetfulness. 
There was nothing he would not do for 
her. He would die to make her happy. 20 
Aziz always wanted to do more for Mrs. Moore. He was never 
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satisfied with what he had already done because he knew that his 
service should be never-ending： 
It was only when Mrs. Moore or Fielding 
was near him that he saw farther, and 
knew that it is more blessed to receive 
than to give. These two had strange and 
beaut i fu1 effects on him —- they were 
his friends, his for ever, and he theirs 
for ever； he loved them so much that 
giving and receiving became one. He 
loved them even better than the Hami-
du11ahs, because he had surmounted 
obstacles to meet them, and this 
stimulates a generous mind. Their 
images remained somewhere in his 
soul up to his dying day, permanent 
additions. He looked at her now as 
she sat on a deck chair, sipping his 
tea, and had for a moment a joy that 
held the seeds of its own decay, for 
it would lead him to think： 'Oh, what 
more can I do for her? 21 
Aziz's wish to fulfi l l the will of the mother figure reminds 
us of Wu's wish to satisfy the powerful mother discussed in 
Chapt er Three. But to Aziz, Mrs. Moore was more than just a 
mother. Mrs. Moore transcended the human and personal level to a 
higher position. She was a goddess to Aziz. This takes us back 
to her kinship to the moon, which was mentioned before. She was 
actually a personification of the moon goddess in the fiction. 
Her embodiment of immortality was hinted at not just once, but 
many times. Actually, she was introduced as a saintly figure 
in the mosque. The fact that Aziz mistook her for a ghost 
suggested her intrinsic supernatural qualities: 
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He had seen the quatrain on the tomb of a 
Deccan king and regarded it as profound 
philosophy ——he always held pathos to be 
profound. The secret understanding of the 
heart! He repeated teh phrase with tears 
in his eyes, and as he did so one of the 
pillars of the mosque seemed to quiver. 
It swayed in the gloom and detached itself. 
Belief in ghosts ran in his blood, but he 
sat firm. Another pillar moved, a third, 
and then an Englishwoman stepped out into 
the moonlight. 22 
Besides, she was wise and she seemed to know everything. 
Miss Quested, Ronny, and Aziz all wanted to consult her when 
they were in trouble. After Quested had been troubled by the 
incident in the cave, Mrs. Moore was the only person she wanted 
to see. When Aziz came across the problem of compensation, the 
only person he wanted to consult was Mrs. Moore: 
There was silence, then dreamily but 
with deep feeling the voice said： 
'Cyril, I have had an idea which will 
satisfy your tender mind： I shall 
consult Mrs Moore . ' . . .,Her opinion 
will solve everything； I can trust 
her so absolutely. If she advises 
me to pardon this girl I shall do so. 
She will counsel me nothing against 
my real and true honour, as you might. ' 23 
However, both of them were rejected by her. Forster 
actually implies that Mrs.Moore was a goddess who refused to come 
out. In the tea party, Godbole, another embodiment of a god, sang 
a religious song which was haunting to both Aziz and Quested. In 
explaining his song, he said: 
I will explain in detail. It was a 
religious song. I placed myself in the 
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position of a milk—maiden. I say to 
Shri Krishna: 'Come！ come to me only.1 
The god refuses to come. I grow humble 
and say： 'Do not come to me only. 
Multiply yourself into a hundred panions, 
but one, 0 Lord of the Universe, come to 
me. ' He refuses to come. This is repeated 
several times. The song is composed in a 
raga appropriate to the present hour, which 
is the evening.' 
'But he comes in some other songs, I 
hope?' said Mrs Moore gently. 
1 Oh no, he refuses to come, ' repeat 
Godbo1e, perhaps not understanding her 
quest i on . 'I say to him： Come, come , 
come, come, come, come. He neglects to 
come . ' 24 
This serves as the foreshadowing of the rejection attitude of Mrs. 
Moore, the personification of a goddess, the mother archetype. 
While Aziz and Adela depended on Mrs. Moore and expected help and 
protect ion from her, Godbole seemed to have predicted that this 
mother archetype would give up everybody and refused to come out. 
Likewise while the case involving Aziz and Quested was being 
tried, Mrs. Moore refused to come out： 
If only she could have seen Mrs Moore！ 
The old lady had not been well either, and 
was disinclined to come out, Ronny reported. 25 
Adela also knew that Mrs. Moore was the only person who knew the 
secret of the caves, though she refused to tell her： 
•Yes, I mean that, at least not exactly; 
but there is this echo that I keep on 
hearing .' 
'0h, what of the echo?' asked Mrs. Moore, 
paying attention to her for the first 
t ime . 
'I can't get rid of i t . ' . . . 
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•Mrs. Moore, what is this echo?1 
'Don't you know?' 
'No ——what is it? oh, do say！ I felt 
you would be able to explain it . . . 
this will comfort me s o . . . ' 
•If you don't know, you don't know； I 
can't te11 you .' 
'I think you're rather unkind not to 
say . 1 
'Say, say, say,' said the old lady bitterly. 
'As if anything can be said! I have spent 
my life in saying or in listening to 
sayings; I have listened too much. It is 
time I was left in peace. Not to die. ' 26 
But even with Mrs . Moore's resentment, Ade1 a seemed to gain advice 
and recognition from this mother figure. Mrs. Moore had made her 
realise her mistake： 
•Help me to do what I ought. Aziz is good. 
You heard your mother say so. • 
•Heard what?' 
'He's good； I've been so wrong to accuse 
him.' 
'Mother never said so.' 
•Didn't she?' she asked, quite reasonable, 
open to every suggest ion, anyway . 
'She never mentioned that name once.' 
•But, Ronny, I heard her.' 27 
While the case was heard in court, Mrs. Moore was again believed 
to be the only person who could save Aziz and it seemed that her 
spirit was haunting the court. Her death coincided 'with the 
chants of the court and this added to her mysterious power： 
But his last words brought on another 
storm, and suddenly a new name, Mrs 
Moore, burst on the court like a 
whi r lwind . . . . ' 
1 . . .Give us back Mrs. Moore for five 
minutes only, and she will save my 
friend, she will save the name of his 
sons； 28 
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Here, Aziz was described as the son of Mrs. Moore, the great 
mother archetype. The name of Mrs. Moore evoked a roar among the 
Indians and she was even identified as a Hindu Goddess： 
The tumult increased, the invocation of 
Mrs Moore continued, and people who did 
not know what the syllables meant repeated 
them like a charm. They became Indianized 
into Esmiss Esmoor, they were taken up in 
the street outside. In vain the Magistrate 
threatened and expelled. Until the magic 
exhausted itself he was powerless... 
It was revolting to hear his mother 





Esmiss Esmoor. . .1 29 
Wi1fred Stone reminds us that the goddess of Esmiss Esmoor, the 
transformation of the mother archetype that Mrs Moore 
represented, had an ambivalent feature of fury and love at the 
same time： 
'Esmiss Esmoor' is only 'ou-boum' at 
a higher level of sophistication and 
development, and although the chant 
may invoke a goddess, it is a goddess 
without fixed attributes or character 
——an anonymous goddess that can stir 
a mob to hysterical fury as easily as 
to 1ove. 30 
The immortality nature of the figure of Mrs. Moore was very 
obvious here. She was transformed into a goddess in the mind of 
the Indians present. Her powerful spirit seemed to control the 
whole court. It was her spirit that saved Aziz since Adela 
suddenly gained recognition under the haunting roar of the name 
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of Mrs. Moore. Therefore, when Adela rose to answer the 
quest ions in the court, she was suddenly freed from the terrible 
echoes which had been disturbing her. A voice from a deity had 
led her into the right path： 
But as soon as she rose to reply, and 
heard the sound of her own voice, she 
feared not even that. A new and 
unknown sensation protected her, like 
magnificent armour. 31 
The sudden sensation that protected her was from the deity, the 
transformation of Mrs. Moore, the goddess representing the mother 
figure which offered protect ion and care : 
Miss Quested was so loathed in Chandrapore 
that her recantation was discredited, and 
the rumour ran that she had been stricken 
by the Deity in the middle of her lies. 32 
Mrs. Moore's immortality engraved in the minds of all whom she 
knew, though they refused to admit. Fielding, the more rational 
character, was rather perplexed by Mrs. Moore's spiritual 
influence on Aziz: 
Facts are facts, and every one would learn 
of Mrs. Moore's death in the morning. But , 
it struck him that people are not really 
dead until they are felt to be dead. As 
long as there is some misunderstanding 
about them they possess a sort of immortality. 
. . . H e had tried to kill Mrs. Moore this ！ 
evening, on the roof of the Nawab Bahadur's 
house； but she stil l eluded him, and the 
atmosphere remained tranquil. Presently 
the moon rose ——the exhausted crescent that 
precedes the sun ——and shortly after men 
and oxen began their interminable labour, and 
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the gracious interlude, which he had tried to 
curtail, came to its natural conclusion. 33 
Again, the imagery of the moon helped to connote the supernatural 
quality of Mrs. Moore. Forster said that the moon's "exhausted 
crescent. . • precedes the sun", imp lying its powerful energy 
it . Wi1fred Stone had once remarked： 
In Indian myth the moon and her off-
spring, the sun, are at eternal enmity, 
• . .The 'overarching sky1 harbors the 
sun and moon, whose antagonisms are 
reflected in the novel in the antagonisms 
between the sexes. In one version of the 
ancient myth, the 1ight-bearing Queen of 
Night was the firstborn of the Primal 
Egg, the virgin daughter of the virgin 
Earth Mother, and far older than the sun. 
The sun, born of the same womb, turned to 
rape its mother and her other offspring； 
the moon even now loses half her kingdom 
to the sun's day and is monthly devoured, 
piece by piece, by this enemy. She is, 
as Forster says, 'the exhausted crescent 
that precedes the sun1, yet she survives 
with ending persistence. 34 
In the above passage, Wilfred Stone used the myth of the moon and 
the sun to suggest the relationship between Ronny and Adela. 
Though he was not using this parallel myth to analyse Aziz and 
Mrs. Moore, the above implication could also bring insights into 
the ambivalent relationship of Mrs. Moore and Aziz in the novel 
As mentioned before, the kinship between the moon symbol and 
the mother figure, which Mrs. Moore represented, is very obvious. 
If as Stone said, there was an "eternal enmity" between the two 
entities, the moon and its offspring, is it because of the 
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ambivalent good-bad figure of the mother archetype, which was 
protective but was also host i1e to her son. Mrs. Moore, the 
mother archetype in the novel, had been a caring, protective and 
understanding mother, but she was also a cold, unsympathetic and 
bad mother. She was a god who refused to come： 
•I am not good； no, bad' She spoke more 
calmly and resumed her cards, saying as 
she turned them up: 'A bad old woman, bad, 
bad, detestable. I used to be good with 
the children growing up, also I meet this 
young man in his mosque, I wanted him to 
be happy. Good, happy, small people. 
They do not exist, they were a dream. 35 
Peter Hu1tberg believes that: 
Forster does offer an explanation of Mrs. 
Moore1s sudden change of behaviour from 
positive to negative. This explanation 
is Mrs. Moore's own experience in the 
Marabar Caves. Forster describes this 
as a case of utter abandonment and 
rejection by existential forces. 36 
Though Hultberg thinks that the cave is "the symbol of the 
utter emptiness and futility of human existence", I believe that 
the cave was actually another manifestation of the mother 
archetype. The cave is of great interest as related to the | 
1 
mother archetype and it will be dealt with later in the thesis. 
Let us now take a look at Peter Hultberg1s analysis of the j 
rejection and abandon motif in Forster's novel. He offers a 
very interesting and unique means of analysis. 
Peter Hultberg tried to analyse this trait of the mother 
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figure with reference to Forster1s own childhood, which is quite 
illuminating. Though in this thesis, I do not re 1 ate the context 
with the author's biography, Hultberg's observation and his 
analysis of the mother figure in the novel are valuable and 
relevant materials in this thesis. 
Hultberg believes that the evolution of the characters in 
Forster's work is closely related to Forster's attempt to work 
through his own relationship with his mother. Therefore, the 
specific development of the mother figures in Forster1s story 
reflects the writer's unconscious attitude towards his own mother. 
As a child, Forster was neglected by his mother but： 
He seems very early to have adapted to 
the role of the happy, contented, and 
demonstratively loving boy and to have 
repressed any negative feelings toward 
his mother at her neglect and possibly 
unempathic behavior toward him. He 
quickly accepted the role of being her 
only support and comfort. 37 
Therefore, Forster had to try hard to conform to his mother's idea 
in order to secure his important posit ion in his mother's mind. 
Another important influence on Forster was that he was brought up 
with "emotional abandonment" and "withdrawal of af feet ion". 
However, despite such resentful feelings, Forster st i l l dared not 
go against his mother's wish because his father had died and his 
mother was his "only real point of reference". After analysing 




Hence the highly sensitive and extremely 
empathic child had early on to take over 
the role of comfort ing and supporting the 
mother under the threat of abandonment 
and annihi1 at ion if he did not do so, as 
well as having to conform to her rigid 
idea 1s of a we 11-behaved baby . 38 
Hu1tberg a 1 so believes that Forster was a 1ways living with fear 
that he might be suddenly rejected by his mother because he could 
not live up to her ideals. The rejection might we 11 be the death 
of his mother. With these assumptions, Hultberg believes they 
are the reasons for certain frequent motifs reflected in 
Forster1s works. Among these latent motifs, one is concerned 
with the mother figure: 
However, it appears that Forster1s child-
bood trauma found strongest expression in 
theme of abandonment, rejection, and direct 
betrayal on the part of motherly figures or 
mother substitutes, which seems to run as “ 
a leitmotif throughout his whole fictional 
work. 39 
Looking into various works of Forster, Hulberg finds that 
powerful and negative females a 1ways appear in the story and they 
endorse the theme of betrayal and abandonment, usually signified 
by sudden death. As in the case of A Passage to India, the 
abandonment was shown in Mrs. Moore's lack of consideration when 
the hero was in need of her： 
A1though both persons are in deepest need 
of her, and a 1 though it would be fully in 
her power to come to the rescue of them, 
she just abandons them with an almost 
bruta 1 lack of consideration, entirely 
neglecting what could be regarded as her 
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elementary moral responsibility towards 
them. 
Immediately after this scene, Mrs. Moore 
is dispatched back to England and dies at 
sea . 40 
Hultberg's understanding of the cave symbol in the novel is 
somehow similar to that of Wilfred Stone. Both critics show that 
the cave is a profound symbol of the archetypal mother figure. 
Though up t i l l here, our discussion of the mother archetype was 
related to the hero Aziz, a different manifestation of the 
archetype could also be seen through the relation between Mrs. 
Moore and the mother earth of nature itself. Hultberg reflected： 
Looked at from a symbolic point of view, 
the cave is one of the oldest symbols of 
the mother. Hence, one might put forward 
the assumption that what Mrs. Moore 
experienced in the cave is connected with 
something maternal . She is rejected and 
betrayed by a force which has motherly 
qualities. 41 
There is no doubt that the cave is an obvious symbol of the 
mother archetype. But instead of relating it with Forster's 
childhood to explain the negative force, I would rather say that 
it certainly was a manifestation of the terrible mother figure 
which is inherent in mankind, what Jung called the 
collective unconscious as mentioned before in former chapters. 
The cave as the feminine principle was also expressed by Wilfred 
Stone who says： 
• Cave-worship . • writes Norman Douglas, 
,is older than any god or devil. It 
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is the cult of feminine principle —— 
a relic of that aboriginal obsess ion 
of mankind to shelter in some Cloven 
Rock of Ages, in the sacred womb of 
Mother Earth who gives us food and 
receives us after death. ' The 
particular caves of the Marabar do 
not happen to be worshiped, but they 
have this universal symbolic meaning, 42 
Like the Great Mother, the cave exists before mankind. 
Therefore, he says: 
The caves hint at something existing 
before gods , before di fferentiation, 
be fore value. 43 
The caves are the primal womb from 
which we all came and the primal 
tomb to which we a 11 return； they 
are the darkness before existence 
itself. 44 
Forster actually related the caves with the Easter egg, a symbol 
of rebirth. In many myths and culture, the egg is the symbol of 
life-giving energies. Forster described the caves as: 
One of them is rumoured within the boulder 
that swings on the summit of the highest 
of the hills； a bubble-shaped cave that has 
neither ceiling nor floor, and mirrors its 
own darkness in every direction infinitely. 
If the boulder falls and smashes, the cave 
will smash too 一- empty as an Easter egg. 45 
Wilfred Stone believes that Forster's use of this egg symbol to 
describe the cave was the result of the writer's knowledge of 
Indian myth and art, in which the egg is an obvious manifestation 
of the mother figure: 
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'The first . . . rnani festal ion of the 
Unknov/abl e, before creation itself, was 
. . . t h e Egg F or Womb of the Universe, 
and v/cis afterwards symbolised in India 
by a female form, Kali, as the Mother 
of all Gods. . . 
The stones symbolise the First Germ, the 
Egg of the Universe. . . The snake which, 
car ved in stone, is often worshipped at 
the same place, is a recognised symbol of 
reincarnation.1 46 
Therefore. the cave itself is another manifestation of the Great 
Mother wh.i ch gives life to the mankind. However, its terrible 
feature comes side by side with its terrible nature： 
And tlie concept of the womb of the 
universe, the 'great round, 1 is as 
Jung and Eric Neumann and others have 
shown, one of the universal archetypes. 
Out of this dark and prima 1 cavity 
issue all the trans format ions we call 
life, and everything so born is 
ultimately called back to its 'womb 
of origination and death. ' But before 
any transformation takes place, be fore 
any life can break that egg and enter 
the outer world, a movement occurs 
within the elemental stirrings of 
androgynous fertilization. This 
movement is commonly depicted as a 
wheel rolling upon itself, or as the 
'circular snake of the uroboros,' 
which 'at once bears, begets, and 
devours . ' 47 
Wilfred Stone points out the negative nature of this archetypal 
feminine. She is the "devourer, seducer, and poisoner —— the 
•blood-drinking goddess of death.1" This again brings us back to 
the description of the snake v/hich was mentioned before. At the 
beginning of the novel, Aziz had warned Mrs. Moore against the 
snakes in India. Later i n the novel, Mrs. Moore was threatened 
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by the cave, which was anotlier symbol of the mother archetype. 
In the novel, Lhe c.ave was also connected with the snake. On their 
way to the caves, Miss Quested thought that the palm looked 1 ike 
snakes： 
Again, there was a confusion about a snake 
which was never cleared up. Miss Quested saw 
a thin, dark object reared on end at the 
farther side of a watercourse, and said, 
1A snake！ ' The villagers agreed, and Aziz 
explained: yes, a black cobra, very venomous, 
who had reared himself up to watch the 
passing of the elephant. But when she looked 
through Ronny1s field-glasses, she found it 
wasn't a snake, but the withered and twisted 
stump of a toddy-palm. 48 
Mrs. Moore was terrified by the echoes, and the reflected flame 
which were 1 ike snakes inside the caves. Just as Wilfred Stone 
says, the snakes had been "inhabiting the stone from the 
49 
beginning, before man forced an entrance" ： 
Even the striking of q match starts a 
l i t t le worm coiling, which is too small 
to complete q circle, but is eternally 
v/atchful . And if several people talk 
at once, an overlapping howling noise 
begins, echoes generate echoes, and 
the cave is stuffed with a snake 
composed of small snakes, wh j ch 
writhe independently. 50 
The caves were even directly described as snakes： 
The place was so confusing; it was partly 
a terrace, partly a zigzag, and full of 
grooves that led this way and that 1 ike 
snake tracks . 51 
The terrible feature of the cave was not only shown on the 
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description of the cave's appearance, what was more frightening 
was its horrible effect on the people. Both Mrs. Moore and Miss 
Quested were so frightened that they dared not think about the 
experience. Mrs. Moore recognised the emptiness of life after the 
confrontation of the evil side of the mother archetpye： 
A Marabar cave had been horrid as far as 
Mrs Moore was concerned, for she had nearly 
fainted in it, and had some difficulty in 
preventing herself from saying so as soon as 
she got into the air again. . . She hit her 
head. For an instant she went mad, hitting 
and gasping like a fanatic. For not only 
did the crush and stench a 1 arm her； there was 
also a terrifying echo. 52 
The echo was the terrible voice of evil which enveloped Mrs. 
Moore, like a snake circling its prey, waiting to devour it: 
The echo in a Marabar cave . . . is entirely 
devoid of distinction. Whatever is said, the 
same monotonous noise replies, and quivers 
up and down the walls until it is absorbed 
into the roof. 'Boum' is the sound as far as 
the human alphabet can express it, or 'bou-
oum,' or 'ou-boum' —— utterly dull. 53 
The echo was something from the nature which Mrs.Moore could not 
comprehend. She could neither explain it nor understand it . 
However r it changed her life completely since it evoked a 
metamorphosis in her mind: 
The more she thought over it, the more 
disagreeable and frightening it became. 
She minded it much more now than at the 
time. The crush and the smells she could 
forget, but the echo began in some 
indescribable way to undermine her hold 
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on life. Coming at a moment when she 
chanced to be fatigued, it had managed 
to murmur： 'Pathos, piety, courage —— 
they exist, but are identical, and so is 
filth. Everything exists, nothing has 
value.•• . . Then she was terrified over 
an area larger than usual; the universe, 
never comprehensible to her intellect, 
offered no repose to her soul; 54 
From then on, she was not interested in anything, not even her 
own sons and daughter. She decided to go back to England and 
refused to he 1p anyone who had been dependent on her before. 
Wi1fred Stone says that Mrs.Moore was tortured by "a Western 
kind of despair" which "kills her desire to live instead of 
bringing her peace ." 
The ambivalent feeling towards the mother archetype is 
not only confined to Western culture. According to Jung, it is 
a feeling common to mankind as a whole. Pai Hsien-yung1s story 
in Chapter Three clearly shows that it is a feeling also felt by 
the Chinese. Comparing the two writers' work may be the first 
step to see the universality of such attitude towards the mother 
archetype in modern literature. 
Having used the theory of the mother archetype to examine 
"Death in Chicago" and A Passage to India, it is not difficult to 
see many common features of the mother archetype in the two 
stories. They are both manifested in symbols, the development of 
which can be traced through ancient myths and the literature of 
different races, which show their universality. For example, the 
攀 
significance of the symbol of the snake is very obvious in 
highlighting the terrible feature of the mother archetype. 
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The dominate tone of darkness is also a common feature in 
the two stories. Chapter Three has examined the symbol of 
darkness in "Death in Chicago" and the darkness of the caves 
were much emphasized in Forster's novel: 
They are dark caves. Even when they open 
towards the sun, very little light penetrates 
down the entrance tunnel into the circular 
chamber. There is little to see, and no eye 
to see it, until the visitor arrives for his 
five minutes, and strikes a match. 55 
The caves were actually black holes: 
The first cave was tolerably convenient. 
They skirted the puddle of water, and then 
climbed up over some unattractive stones, 
the sun crashing on their backs. Bending 
the ir heads, they disappeared one by one 
into the interior of the hills. The small 
black hole gaped where the varied forms and 
colours had momentarily functioned. 56 
Like the darkness in "Death in Chicago", the darkness in A 
Passage to India also symbolizes man's unconscious, which is the 
mother of everything. 
The one very important symbol of the mother archeype 
which is common to the two stories but which is not so explicit 
is the symbol of the mother—country. This symbol not only 
serves to reflect its own universality but it also brings out the 
different attitudes of the heroes while confronting the negative 
aspect of the mother archetype. What I want to point out 
here are the differences of the. heroes' attitude towards the 
terrible mother figure, which may help our understanding 
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of the stories. I believe that the manifestation of the mother 
archetype in literature is actually closely related to the 
nostalgic feeling of the writers, or of mankind as a whole, if we 
accept Jung's theory that literature expresses the collective 
unconscious of mankind. In both "Death in Chicago" and A Passage 
to India. the heroes wore both "exiles", exiles of their mother-
country . They were not only the exiles of the ir countries, but 
were also exiles of mother earth. Of course, the theme of 
exile i s very complicated i n modern as well as contemporary 
literature and I do not want to over-s imp1i fy this not ion in this 
thesis which deals only two particular literary works. The 
purpose of linking it to the mother archetype is to scrutinize 
the theme f nosta 1 gia in the particular works . 
As mentioned in Chapter Three, the fee 1i ng of exile of the 
hero in "Death in Chicago" was quite obvious. He was rejected by 
his girlfriend, his mother a nd even his own mother-1 and. All 
these evoked the feeling that he was being abandoned by the 
great mother herself. This recognition exerted a very negative 
effect on the hero Wu Han-bun. His solution was death. As 
ment i cried in Chapter Three, his death might imp ly a rebirth, but 
I think such an implication is never strong in the story. The 
story stopped as the hero was devoured by the terrible mother 
archetype. He jus* t did not have any desire to live anymore. He 
did not win over the bat11e with the terrible unconsicous. The 
author did not seem to suggest an alternate choice. 
But what about the heroes i n A Passage to India. Here we 
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must pay attention to two different attitudes to the terrible 
mother archetype, one of which was exemplified by Aziz, the other 
by Mrs. Moore. In "Death in Chicago", Wu Han-hun was the sole 
hero but we have two heroes in A Passage to India. Aziz was 
the son facing the good-terrible mother, Mrs. Moore, who was both 
an embodiment of the mother figure and also the offspring of the 
great mother earth. They manifested the two different attitudes 
one could take while facing the abandonment of the mother 
archetype . 
Aziz, like Wu Han-hun, faced the rejection of the female 
figure again and again. The first one was his own wife, who died 
soon after Aziz found that she was a person whom he could 
dependent on affectionately： 
She had died soon after he had fallen in 
love with her； he had not loved her at 
f i rs t . . . He was won by her love for 
him, by a loyalty that implied something 
more than submission, . . . She became 
the mother of a son . . . and in giving 
him a second son she died. Then he 
realized what he had lost, and that no 
woman could ever take' her pi ace；.. 
She had gone, there was no one like her, 
and what is that uniqueness but love? 
. . . a t other times he felt that she 
had sent all the beauty and joy of the 
world into Paradise, and he meditated 
suicide. Would he meet her beyond the 
tomb? Is there such a meeting-place? 57 
Aziz thought of ending his life when he lost his be loved wife but 
he finally did not do it . On the contrary, he lived with courage 
and a strong belief in life. He had then to face the rejection 
of two other female characters, Miss Quested and Mrs. Moore. 
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Though Aziz had never 1 iked Adela much, he treated her as his 
friend. However, Ade1 a ruined his reputation and they turned 
into enemies finally. Aziz could never forgive the harm Ade1 a 
had done to him though she eventually withdrew her accusation in 
the court . Aziz's hatred towards Ade1 a was never lessened a bit. 
He even stopped being friends with Mr. Fielding, whom he thought 
had married his enemy. He wanted to give her a lesson by 
demandi ng the compensations . This host i1e confrontat ion with 
Ade1 a gave him the feeling that he had won a battle, in the 
realization of the terrible female figure: 
1 You have won a great victory . . . ' 
began Fielding. 
'I know, my dear chap, I know your 
voice need not become so solemn and 
anxious. I know what you are going 
to say next： Let, oh let Miss Quested 
off paying, so that the English may 
say： "Here is a native who has black 
face we would almost a 1 low him to join 
our club." The approval of your 
compatriots no longer interests me. 
I have become anti-British, and ought 
to have done so sooner, it would have 
saved me numerous misfortunes. 1 58 
Aziz did not seem to be depressed after the court case except 
that he became more careful towards women because they were 
dangerous to him. The only woman who deserved his respect was 
Mrs. Moore and she was the only woman he could confide in. 
But this obessive sentiment towards Mrs. Moore could not be 
explained. It was just because Mrs. Moore symbolized the good 
mother and goddess whom he was desperately in need of. Mrs. 
Moore had a very different position in Aziz's life. Fielding, 
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who did not understand this, condemned Aziz for his coldness 
against Adela: 
You are so fantastic . . .Miss Quested, 
you won't treat her generously； while 
over Mrs Moore there is this elaborate 
chivalry. Miss Quested anyhow behaved 
decently this morning, whereas the old 
lady never did anything for you at all, 
and i t ' s pure conjecture that she would 
have come forward in your favour, 59 
Aziz only saw the terrible side of Adela and was frightened as 
we 11 as irritated by it . Likewise, he only saw the protective 
side of Mrs. Moore and failed to recognise her innate terrible 
characteristic. Or, explained in Jung's or Hu1tberg's terms, he 
was overwhelmed by the all—powerful mother and his hostility 
against her terribleness had to be suppressed. However, he could 
never escape from the coldness exerted by the mother figure. 
With Mrs. Moore's death, he was once again disappointed by the 
mother archetype. Aziz refused to believe that Mrs. Moore was 
dead because he was subconsciously rejecting and denying such 
a betrayal by the mother figure.- Therefore, when he had to face 
the death of the mother figure, he was also dragged into 
disillusionment, though Aziz's experience of disillusion did not 
cost his own death, unlike the hero in "Death in Chicago"： 
Aziz had this high and fantastic estimate 
of Mrs. Moore. Her death had been a real 
grief to his warm heart； he wept 1 ike a 
child and ordered his three children to 
weep also. There was no doubt that he 
respected and loved her. 60 
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Mrs. Moore's death cost Aziz's love and trust in man. He was 
denied by the mother archetype and he in turn rejected others： 
'But who does give me assistance? No one 
is my friend. All are traitors, even my 
own children.' 61 
Even though the recognition of the abandonment of the 
mother figure caused Aziz deep grief and and deprived him of the 
love for others, it did not deprived him of the love for himself. 
In "Death in Chicago", Wu Han-bun could not tolerate the 
disillusionment and abandonment of the mother archetype. 
Finding no love in the world, he cou1d not even love himself. 
Finally, he gave up his own life. Luckily, Aziz faced the 
reality with great strength though the loss of the mother figure 
had snatched away his happiness. At the end of the story, as 
Hultberg says, Aziz st i l l could suppress the "emotionally 
negative impact" of the mother figure and look on the good 
quality of the same character： 
’Yes, your mother was my best friend in 
all the world. ' He was silent, puzzled 
by his own great gratitude. What did 
this eternal goodness of Mrs,Moore 
amount to? To nothing, if brought to 
the test of thought. She had not borne 
witness in his favour, not visited him 
in prison, yet she had stolen to the 
depths of his heart, and he always 
adored her. 62 
Wu Han-hun and Aziz demonstrated very different reactions 
towards the terrible qualities of the mother archetype. While Wu 
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Han-hun committed suicide, Aziz strived to find another mother 
substitute, the mother-country. Wu's death was probably the 
result of his failure to accept the terrible features of the 
mother archetype, which come side by side with the good 
qualities. Jung thinks that due to the development and maturation 
of man's consciousness, there is a tendency for modern man to 
differentiate the good and bad qualities of the great mother 
archetype, which obscures the apprehension of the totality of the 
archetype itself: 
As the distance between conscious and 
unconscious increases, the grandmother's 
more exalted rank transforms her into 
a "Great Mothe," and it frequently 
happens that the opposites contained in 
this image split apart. We then get a 
good fairy and a wicked fairy, or a 
benevolent goddess and one who is 
malevolent and dangerous . In Western 
antiquity and especially in Eastern 
cultures the opposites often remain 
united in the same figure, though 
this paradox does riot disturb the 
primitive mind in the 1 east. 63 
Jungs believes that a man is frightened by the mother figure 
because she carries the evil qualities； but at the same time, 
he has the tendency to idealize her: 
But for a man the mother typifies 
something alien, which he has yet to 
experience and which is filled with 
the imagery latent in the unconscious. 
• . • The mother has from the outset 
a decidedly symbolical significance 
for a man, which probably accounts 
for his strong tendency to idealize 
her. Idealization is a hidden 
1 1 0 
apotropaisrn； one idealizes whenever 
there is a secret fear to be exorcized. 
What is feared is the unconscious and 
its magica1 influence. 64 
Both Wu Han-hun and Aziz tended to idealize the mother figure and 
great disappointment foilowed the realization of the great 
discrepancy between reality and idealization. Wu's failure to 
accept both the positive and the negative aspects of the mother 
figure led to his suicide. Jung points out of the importance 
of the co-existence of the two opposing forces： 
There is no position without its negation. 
In spite or just because of their extreme 
opposition, neither can exist without the 
other. It is exactly as formulated in 
classical Chinese philosophy: yanq 
(the light, warm, dry, masculine principle) 
contains within it the seed of yin 
(the dark, cold, moist, feminine principle), 
and vice versa. 65 
Aziz, on the other hand f seemed to be able to accept the reality. 
Though Adela's accusation and Mrs. Moore's death had depressed 
him, he did have the slightest desire to end his own life. 
He sti l l strived for union with the idealized mother archetype. 
While Wu Han-hun tried to achieved this union with the mother 
archetype by death, Aziz strived for the union by finding a 
mother—land, another symbol of the mother archetype. His 
nostalgic feeling for the mother archetype was reflected in his 
strong desire for a mother-land. 
Though Aziz was living in his own-mother country, he was 
ruled by an alienated race, the British Government. If, as Jung 
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said, our country is just another manifestation of the mother 
archetype, then Aziz had been rejected by the mother. He was 
thrown into the hands of an alien female. Miss Quested, 
Mrs Moore were only personi feat ions of this a 1ient mother 
that he was depending on. However, both disappointed him. What 
he had to search for was a real mother of his own. His quest had 
not ended and he had to strive for the return of this great 
mother archetype he had long lost. Therefore, at the end of 
the story, he demanded a motherland, which represented the 
mother archetype from which he could gain protection, warmth and 
love. After living for two years in the city of Mau, where he 
seemed to find peace, he was st i l l not satisfied: 
Still he couldn't quite f i t in Afghans 
at Mau, and, finding he was in a corner, 
made his horse rear again until he 
remembered that he had, or ought to 
have, a motherland. Then he shouted： 
'India shall be a nation! No foreigners 
of any sort！ 66 
Aziz cried for a mother 1 and which would give his life a meaning. 
However, is the kinship of a motherland what modern man 
needs? Will our search for the mother archetype end with the 
realization of a motherland? Forster did not seem to be very 
positive with answers to these questions. Aziz might have shown 
us a very positive attitude towards the lost direction of modern 
man. But as in "Death in Chicago", wi11 Wu,s return to his 
motherland save him from dying? The answer seems to be negative 
because the heroes in the stories seemed to be perplexed by a 
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loss of the mother figure which did not seem to be 
understandable. The modern man seems to be alienated from the 
mother earth . As Jung says： 
With the decline of alchemy the symbolical 
unity of spirit and matter fell apart, with 
the result that modern man finds himself 
uprooted and alienated in a de-souled world. 67 
Modern man is not only uprooted and alienated from the mother 
earth, he is also unable to grasp the totality of the mother 
archetype. He is frightend by the incomprehensable aspect of the 
mother archetype. Jung believes that the spiritual problem of 
modern man arises from the shocking discovery of the human 
psyche： 
On the whole, I believe I am not exaggerating 
when I say that modern man has suffered an 
almost fatal shock, psychologically speaking, 
and as a result has fallen into profound 
uncertainty. 68 
The mother archetype imposes a mysterious domination 
in our psyche which can be very shocking while it is in 
direct confrontation with man's consciousness. Its terrible 
qualities were exemplified by Mrs. Moore's horrible experience 
which led to her death. As mentioned before, Mrs. Moore was 
another victim of the terrible archetypal mother. Unlike 
Wu Han-hun and Aziz, who were exiles of their mother country, 
Mrs. Moore be longed to the great empire of Britain. However, 
she was just another exile, like everyone in the modern world, 
of the great mother earth. Therefore, after her recognition of 
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the tragic emptiness that mankind was facing, she decided to 
withdraw from life: 
So Mrs. Moore had all she wished； she 
escaped the trial, the marriage, and 
the hot weather； she would return to 
England in comfort and distinction, 
. . . B u t she accepted her good luck 
without enthusiasm. She had come to 
that state where the horror of the 
universe and its sma11ness are both 
visible at the same time. . . If this 
world is not to our taste, well, at 
all events there is Heaven, Hell, 
Annihilation ——one or other of those 
large things, that huge scenic back-
ground of stars, fires, blue or black 
air. All heroic endeavour, and all 
that is known as art, assumes that 
there is such a background, just as 
all practical endeavor, when the world 
is to our taste, assumes that the 
world is all. But in the twilight of 
the double vision, a spiritual muddledom 
is set up for which no high-sounding 
words can be found； we can neither act 
nor refrain from action; we can neither 
ignore nor respect Infinity. 69 
What actually had she seen in the cave? It was nature, 
the earth mother, the ultimate being of the mother archetype. It 
might be the same thing that Wilfred Stone says Adela had seen: 
She had seen what can be explained 
mythologically as the archetypal 
emptiness preceding existence 
itself . 70 
It was described by Forster as the undying worm itself: 
What had spoken to her in the scoured-
out cavity of the granite? What dwelt 
in the first of the caves? Something 
very old and very small. Before time, 
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it was before space also. Something 
snub-nosed, incapable of generosity --
the undying worm itself. 71 
Mrs. Moore's confrontation with this undying worm not only 
frightened her, it devoured her life. Like Wu Han-hun, who 
drowned himself in Lake Michigan, Mrs. Moore was buried in the 
Indian Ocean. Mrs. Moore had chosen to return to the primal water 
of life when she decided to take a boat back to England. Both 
were taken back to the womb of the mother figure but their 
rebirths were forever a mystery. In myths or in religions, we 
are told of the hope of the rebirth and the resurrection. But, 
in both the "Death in Chicago" and A Passage to India, the 
authors did not seem to be optimistic or hopeful about that. 
Modern man seems to be exiled everywhere, even in their mother 
countries because they are at a loss with their relation with the 
mother earth. They do not know what is expected of them and they 
do not know what to expect. 
If, as Jung said, the mother figure could be manifested as 
the country, the paradise or the civilization in literary work, 
would that give us a hint that the modern age is an age facing the 
rejection or the abandonment of the archetypal mother? Would it 
just be the manifestation of a possible symptom of our culture? 
Why is mankind estranged to the mother earth on which it is born? 
Mankind has tried to seek the answers from religion, science, 
psychology, etc., but st i l l , we are unable to make ourselves fee 1 
at home in this world. As Jung says : 
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The alchemist saw the union of opposites 
under the symbol of the tree, and it is 
therefore not surprising that the uncon-
scious of present-day man. who no longer 
feels at home in his world and can base 
his existence neither on the past that is 
no more nor on the future that is yet to 
be, should hark back to the symbol of the 
cosmic tree rooted in this world and 
growing up to heaven ——the tree that is 
also man. In the history of symbols this 
tree is described as the way of life itself, 
a growing into that which eternally is and 
does not change； which springs from the 
union possible. It seems as if it were only-
through an experience of symbolic reality 
that man, vainly seeking his own "existence" 
and making a philosophy out of it, can find 
his way back to a world he is no longer a 
stranger. 72 
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CHAPTER FIVE 
CONCLUSION 
If the readers of this thesis have followed the literary 
review of the archetypal theory in Chapter Two, the ana lysis of 
Pai Hsien-yung's and E. M. Forster's works in the light of the 
mother archetype in Chapters Three and Four, they should be able 
to deduce from the thesis some advantages or merits of such 
application in literary analysis since it certainly helps us to 
read more into the literary texts and relates the texts to a 
grander magnitude of human existence. However, to understand 
only the merits of a certain literary interpretation is not 
adequate, nor is it the sophisticated attitude towards serious 
literary criticism. What is of the same importance is to know 
also the limitations and the weaknesses of that interpretation. 
There fore, in the conclusion of my thesis, I would 1 ike to point 
out some possible criticism of my own application in this thesis. 
This is done to invite readers to further consider such 
an interpretation so that an interflowing of ideas and treatment 
of the theory does not end with the conclusion of this thesis, 
but points to more fruitful research and analysis of the topic 
under examinat ion . 
The Jungian theory of archetype, which is quoted 
frequently in this thesis, is a very illuminating device in 
literary analysis. Since it is an attempt to reveal the 
universa 1 transcendenta 1 symbols, 1aden in the human psyche, 
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which are controlled by the individual's "collective unconscious", 
it is inevitably examined together with many other fields of 
knowledge, such as religion, ritual, dreams, myths, psychology, 
anthropology, sociology, etc.. When applied as an interpretation 
to literature, it opens up a new area of critical imagination 
which is foil owed by the contemplation on many comparative 
studies of different fields of knowledge. However, like any 
other theories which concern the human unconscious, the 
"collective unconscious", which is the centra 1 concept of the 
archetypal theory, remains forever mysterious and unresolved as 
the mysterious nature of the "unconscious" whi ch has been 
fascinating scholars. Just as Willi am Righter says： 
Yet the 'collective unconscious' is pure 
hypothesis of the sort whi ch is inaccessible 
to empirical investigations. 1 
Therefore, the problem of using the mother archetype to explain 
certain symbols of a literary work may seem to be a "seeing-as" 
rather than q real so 1 id interpretation with obvious proofs. So 
Righter says： 
A symbol may fi t the requirements of a 
wide variety of hypothetical explanations, 
and if there is no empirical form of test, 
the criteria for deciding on the best 
account will be impossible to give. Unless 
we simply judge in terms of the overall 
coherence of the account, and the criteria 
for 'coherence 1 may be subjective ——even 
1i terary. 2 
As the central archetype being dealt with in this thesis, the 
1 1 8 
• • 
> 
mother archetype, is manifested in various symbols, such as the 
country, the water, the teeth, the darkness, the moon, the cave 
etc., should we also ask the question： "Are they the right clues 
and how could we decide?" In criticizing two different literary 
critical essays, Righter analyses the possible fallacy of such an 
interpretat ion： 
After all, green can be associated with 
other characteristics than fruitfulness 
—-Heinrich Zimmer sees it as the colour 
of corpses in his treatment of the Green 
Knjght. And flowers might well have 
multiple affinities. The tests one may 
apply to the 'c1ue in itself1 are partly 
those of 'seeing a resemblance‘； something 
quite indecisive when seen in isolation 
if only because resemblances may be so 
difficult to pin down, and any one example 
may suggest many resemblances. And they 
are partly those of deciding that some 
isolable word, name, or image is signi-
cant in a way that goes beyond what we 
might normally expect from its context. 
Multiple clues may lead to more than one 
identification and so to multiple mythical 
personae. 3 
But Righter is only criticizing those critics who try to find 
resemblances between the text and the mythical figures only 
without seeing into the connection in them. What is more 
important than the resemblances is the association between the 
resemblances. Therefore , he continues : 
Like Forster1s Mrs Wilcox, her 'presence' 
both informs the character of a place, and 
transforms the quality of the human events, 
thoughts, feelings, that exist in a particaular 
atmosphere she has so largely created. What 
help are the mythical associations proposed 
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by the critic in isolation and describing 
these elusive qualities? And does this 
quest ion make more sense if one moves away 
from the particular 'clues' to the larger 
resemblances of which the clues are 
supposedly a part？ 4 
I hope, in my thesis, I have moved from the particular 
clues to larger resemblances so that the clues would not seem 
absurd and arbituary. This also explains my intention to cite a 
Chinese writer as well as a Western writer. In the thesis, it is 
hoped that the theory of the mother archetype could be 
interpreted as a universal one regardless of its western origin. 
I am of course not the first one to try to apply the archetypal 
5 
theory in the study of Chinese 1iterature. Among the various 
critics, there are a 1 so those who used the theory of the mother 
archetype to enhance their studies of Chinese literature. 
However, seldom do the critics use the theory to study modern 
Chinese literature. Since the concept of the mother archetype is 
very often related to myth studies, especially those of Neumann, 
the theory is often applied to analyse the myths of 
primitive people. Besides, the observation of the different 
manifestations of the mother archetype in different ages help 
scholars to dig into the changes of human consciousness or even 
the social structure. For example, Neumann emphasized a lot 
the possible change from matriarchal to patriarchal society in 
the ancient world, as shown from the manifestations of the mother 
archetype in different ages and tribes. It seems that the 
application is only meaningful in analysing 1iterary or mythical 
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works which have undergone a lot of changes during the development 
of civilization. Therefore, the focus is put on the change of 
human consciousness. However, in this thesis, the emphasis is 
put more on hov; the understanding of the mother archetype can 
he 1p the interpretation of literary texts. As in "Death in 
Chicago" and A Passage to India, the development of the 
female characters are scrutinized by the approach. And by 
relating the literary works to the mother archetype, the heroes 
in the stories are also lifted from the modern sett ings to a 
grander perspective of humcin existence. The quest of the heroes 
become much more meaningful as related to the individual reader. 
The approach eliminates the distance between the heroes and the 
readers by urging readers to experience the characters and 
view the experience as their own reflections. The approach 
actually invites readers to relate the literary works to 
the ir own existential condition because the expression is not 
only the "collective unconscious" of the writers, but of the 
readers as well. Though from my analysis of the mother archetype 
in this thesis, I could not conclude like Neumann what kind of 
consciousness is shown by modern man, as compared to 
tj 
primitives； I could sti l l show the similarities or the 
universalities of man's attitude towards the mother figure as 
shown in literature. The obvious limitation is that I only cite ,‘ 
two writers from the twentieth century, a number which is too 
small to draw any genera 1 picture of the consciousness of modern 
man. But such a study does not seem impossible and may also lead 
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to insightful observations for competent and interested 
cr i t i cs. 
My thesis may we 11 be criticised for only touching on very 
l i t t le area concerning the archetypal theory because I tend 
to put much effort in finding the mother symbols in the texts, 
which makes the thesis strictly a textual analysis. My intention 
is of course quite personal . My interest to study the relat ion 
between the seemingly ordinary symbols to the mother archetype 
can be explained by the belief of a certain critic. He 
thinks that finding the mythical connections: 
1 puts him in touch with the deeper human 
forces which cannot be neatly filed under 
sociological headings'. His 'connections 
give him a depth and reality1• 6 
I am rather convinced that the interpretation being used in this 
thesis, which attempts to re late the realistic artistic work to 
the natural powers, can he 1p me to understand more fully the 
mysteries and the symbolic overtones of the literary texts. 
If literary criticism could be viewed as a kind of 
literary creation as well, the archetypal approach could surely 
inspire the critic since it leads to uncountable possibilities of 
interpretation, relating to different fields of knowledge. It 
helps to cultivate the critic's imagination and urges the critic 
to contemplate his existence in this modern world and relate it 
to the more msyterious ancient human existence； thus enriching 
our imaginative life. Imagination certainly occupies a very 
important role in literary criticism but putting too much 
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emphasis on the imaginative aspect of literary criticism may also 
be condemned. As said before, the concept of using the 
collective unconscious to explain literary works or any other 
human activities is to a great extent based on hypothesis without 
solid empirical proofs. 
Therefore, even if it is true that such hypothetical 
assumptions he 1p to cultivate my imaginative life, others 
may object to thi s by pointing out that I am neglecting the 
the sociological or even the autobiographic aspects in my 
criticism. They may think that I rely too much on 
imaginative association and the idea of the archetype itself is 
too genera 1 and abstract. People may doubt whether the linking 
of the particular symbols in the literary texts to the abstract 
idea of mother archetype really enrich our understanding of the 
particular. Or, is it more important to understand the abstract 
idea? If so, am I neglecting the literary works themselves at 
the expense of finding the abstract "deeper" meaning underneath 
the context. My answer is of course negative. I believe that a 
comprehensive understanding of a literary work depends on a 
careful scrutiny of every symbol and image. The symbols 
and images in "Death in Chicago" and A Passage to India are those 
which are difficult to understand fully without relating them to 
the mother archetype. Besides, since I take criticism itself as 
a kind of creation, I tend to choose the kind of interpretation 
which could leave me a lot of space, freedom and possibilities 
for imagination and association. The archetypal approach is, I 
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think, one among that kind. And during my course of research and 
analysis, I believe pondering over the abstract mother 
archetype is especially useful and illuminating in understanding 
the speci f ic symbols and images in the two works chosen in this 
thesis, if not for other works. 
As mentioned before, this thesis has only touched on a 
very sma11 area of the archetypal approach. I believe in my 
future research, a lot more could be done to further develop the 
ideas brought out in this thesis. In modern literature, the 
theory of the mother archetype could be very useful in explaining 
"exile" literary works, for example, those of Taiwan 
writers in the past forty years. The relationship between the 
mother archetype and the concept of "country" should be of 
great interest, especially in the analysis of modern Chinese 
writers, exiled and being ruled and educated by different 
governments in Taiwan or even in Hong Kong. What changes do they 
see in their concept of q "country" or do they belong to the 
country of "China“？ How is this concept of identification 
reflected in their works and how could i t be explained by the 
mother archetype? How does such new self-identification and the 
unique relation of "the mother country“ affect their life-value 
and social system as reflected in their literature? All these 
questions could of course be answered by sociologists, 
psychologists, politicians or historians. But they can also be 
answered by literary critics, especially in light of the 
analysis of the mother archetype as manifested in the artists' 
1 2 4 
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works. This is based on the belief that "the function of 
literature is to represent for mankind these important but less 
approachable dimensions of its existence." 7 
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